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ABSTRACT 
The purpose of this research was to gather information about the production, marketing and 
distribution of Zambian contemporary music by Zambian musicians. Very little information has 
been documented about the development of the Zambian music industry, particularly from the 
perspective of those within the industry. As a result this study attempted to add to this 
knowledge. To achieve this Pierre Bourdieu’s theoretical concepts of ‘fields’ and ‘habitus’ were 
used to gain an understanding of what affects the creation of art forms such as music as well as 
the structures and underlying processes within the music industry. The concept of ‘fields’ 
usefully framed an explanation of the struggles and connections within the various fields in the 
industry and a view of the Zambian music industry in relation to the international industry. To 
gather the data necessary for this research a qualitative approach was utilised involving semi-
structured in-depth questionnaires from twenty-three interviewees. These interviewees were 
selected from various sectors of the music industry in an attempt to gain a holistic perspective of 
the industry in the 21
st
 century. There were four subgroups: the artists (singers, rappers and 
instrumentalists), managers, radio DJs, and a miscellaneous group made up of the remaining 
participants, a Sounds Arcade manager, a music journalist, the National Arts Council 
Chairperson, a Zambia Music Copyright Protection Society (ZAMCOPS) administrator, and the 
then President of the Zambia Association of Musicians (ZAM). With the limited exposure to 
formal musical, instrumental and production training, musicians, instrumentalists, managers and 
studio production personnel interviewed had had to learn their craft on-the-job. This limited 
knowledge appears to add to the hindrance of the development of careers and the industry, 
particularly in terms of how to register and distribute music correctly to earn royalties and 
protect their intellectual property against piracy. From an institutional level piracy is being 
addressed more forcefully with the introduction of holograms and the tightening of policies and 
structures to do with the music industry. 
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CHAPTER ONE: INTRODUCTION  
1.1. Introduction 
Music is an essential aspect of daily life that can promote cultural, religious and moral beliefs. It 
can also be used as an educational tool to pass on and enforce a society’s culture through 
traditional ceremonies and practices. Music is also used to spread popular conceptions of 
politics, religion, fashion, entertainment and a wide variety of daily activities. These various 
aspects can be considered as cultural activities and are studied by academics with a cultural 
studies approach. In the following research a brief discussion of cultural studies, popular culture, 
popular music and how they relate to the music industry will be examined. An understanding of 
popular culture will be used within this research to assist in understanding musical industries, 
specifically in Zambia. Cultural industries provide a system of production and distribution to 
supply demand (Burnett, 1996:6). As a result music is treated as a commodity that is tailored for 
mass production to supply a wide consumer base.  
A broad definition of cultural industries offered by Robert Burnett (1996:34) is “those which 
produce goods or services which are either somehow expressive of the ways of life of a society, 
such as film, television and music, or which somehow occupy a special position within its 
system of social communication, such as advertising or the press.” Although cultural studies 
shall be expanded upon in Chapter 2, the underlying understanding of cultural studies was about 
mass production and mass consumption. Although traditionally a process linked with factory 
workplaces, this concept of mass production and mass consumption can be applied to the 
entertainment industry, under which fall television, radio, literature, newspapers and music (Ott 
& Mack, 2013:2-3; Williams, 2003:56; Betts & Bly, 2013:1). The following research will focus 
on music industries, specifically the Zambian music industry. 
The study of music industries from an African scholastic perspective is very minimal in most 
African countries. Very little governmental expenditure is spent on developing music education 
programmes in schools or music courses and degrees at a tertiary level, or building and 
maintaining recording studios or performance studios (Ambert, 2003:3; Roe & Carlsoon, 
1990:104). As a result very few Africans develop an academic interest in understanding the 
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workings of the music industry in their country, particularly as being a popular musician is often 
considered as being a hobby rather than a conventional job. 
As stated in the title, this research was approached from a sociological point of view. For Simon 
Frith this approach means that music is understood as an “effect of a continuous process of 
negotiation, dispute and agreement between the individual actors who make up a music world” 
(2007:1). Within cultural studies, such negotiations, disputes and agreements occur at all levels 
and as soon as an individual enters the industry. Thus music and what is considered as popular 
music are constantly shifting. 
Information researched and documented on the Zambian music industry is lacking and therefore 
the data for this research was gathered through the use of semi-structured and in-depth 
interviews. The information obtained from the interviews has been heavily relied on in an 
attempt to compensate for unavailable data. Twenty-three participants from various divisions of 
the Zambian music industry were interviewed in an attempt to gain a holistic view of what is 
happening within the contemporary music industry.   
1.2. Popular music 
Frith, et al. speak of how the music industry is “an aspect of popular music culture” as the music 
industry does not control popular culture even though it plays an important part in its 
development (2001:27). Popular music is part of our everyday experience as it can be heard 
being played in public areas such as along the streets, played from radios, cars, in bars, hotels, 
restaurants, and shopping malls (Burnett 1996:1; Frith, Straw & Street, 2001:26). However, the 
creation of an internationally accepted definition has been faced with a lot of controversy, 
arguing across disciplines, along academic, emotional, political and personal lines (Burnett, 
1996:36; Fairley, 2001:272). Deanna C. Robinson (1986:33) points out that creating a definition 
that incorporates the most common musical qualities of popular music is rather impractical, 
particularly on a global scale. A reason an all-inclusive definition is impractical is because music 
that is popular in one country may not be as popular or have even been heard of in another 
country. Philip Tagg (1982) observes that popular music generally occurs in industrial societies 
(Burnett, 1996:37). This implies that popular music in ‘pre-industrial’ or developing societies 
such as in Zambia does not receive as much focus and is side-lined.  
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Kofi Agawu (2003:16) defines African popular music as being “grounded in ‘deep’ values” and 
as being “a layered phenomenon, a repository of musical idioms of diverse origins (African, 
Afro-Cuban, European, African-American, Islamic) arranged in such a way that a dominant 
element or group of elements coveys a ‘message’ to listeners of different social, linguistic, and 
musical backgrounds.” Angela Impey (2000:127) perceives African pop music as being a 
“creative interaction between foreign values and local styles.” African pop is a category that 
allows for the experimentation, merging and adaptation of various musical styles. With 
advancements in transportation enabling more movement and technology for communication and 
production, African pop music has rapidly spread around the globe rather than remaining 
localised as it had for centuries (Impey in Stone, 2000:127). African pop music is distributed 
internationally under the marketing category of ‘world music’, a concept that will be discussed 
further in Section 3.3. 
However, it should be noted that popular music does not mean that all musical styles are popular. 
What is considered ‘popular’ is determined by a selective group of the public based on how 
many listen to and purchase the music of particular musicians (Burnett, 1996:35). R. Serge 
Denisoff (1975) adds on to the idea of ‘popular’ by stating that the musical genres that sell the 
largest number of products such as CD units are then considered successful (Burnett, 1996:36). 
Burnett (1996:37) summaries that popular music is a self-explanatory term that refers to music 
that is popular. Those who create and perform the music considered as popular need to be clearly 
recognized, as a definitive definition has still not been established. 
1.2.1. Artist versus musician 
Defining individuals who produce and perform music is another area of great discussion. The 
terms ‘artist’ and ‘musician’ are often used interchangeably or any difference is simply ignored 
within academic publications and particularly during everyday use (Colonna, Kearns, & 
Anderson, 1993; Merriam, 1964; Ndomondo, Sanga, & Strumpf, 2014; Waksman, 1999). The 
term ‘musician’ can also be used to refer to both artists and musicians when both terms are being 
spoken about (Waksman, 1999:204; Colonna, Kearns, & Anderson, 1993:70). Within this 
research a distinction has been made between those considered artists or musicians. Those 
interviewed who were rappers and even some singers described themselves as ‘artists’. The term 
‘musician’ was used by interviewees describing a person who sang and played an instrument, or 
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just played an instrument (Waksman, 1999:104-108; Caves, 2003:78). Both these groups are 
crucial for the generation of music that is to be produced, recorded and distributed in the music 
industry.  
1.3. Music industry 
The music industry is yet another term that has been debated by researchers (Gebesmair & 
Smudits, 2001:138). Most of the definitions suggested are based on various concepts of the 
music industry. According to Andreas Gebesmair and Alfred Smudits (2001:138) have described 
the music industry in terms of “systems in which major companies flexibly incorporate or 
establish links to semi-autonomous (independent) labels or subsidiaries and try to adapt to a 
changing environment: to new media and distribution technologies, new market structures, 
changing taste structures, laws, etc.” For Frith, et al. (2001:26) the music industry simply 
operates to generate money from music. This commercial approach occurs at both local and 
global levels. 
1.3.1. Local versus global music industries 
Local repertoire is an important feature to consider when studying the music industry. ‘Local’ 
refers to regional or country-specific markets (Gebesmair & Smudits, 2001:145; Fairley, 
2001:272). Local music generates different markets that contribute to the global market share of 
global music. Local markets provide diverse musical sources that are often found and promoted 
by small independent (or ‘indie’) record companies (Wallis & Malm, 1984:85). The ‘national’ 
music from Third World countries can also be described as “a local variant of global style”, i.e. 
the music found within developing countries is often influenced by international popular music 
(Frith, 2007:71).  
When a music style from a small community or country is ‘discovered’ and is considered to have 
the potential to generate profit, major music companies either work with the independent 
companies, offer the musicians a better deal than the smaller companies can offer, or if the 
independent companies or indies are already a subsidiary of a major company, the musician/s is 
and are taken to the major company’s main studio (Abderton, Dubber & James, 2013: 24-25; 
Wikström, 2009:69; Gebesmair & Smudits, 2001:9, 123). The local music is then tailored to suit 
the global music market in terms of production, marketing and distribution of the music to stores 
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around the world. In order for local music to be marketed in the international market, local music 
is generally categorised as ‘world music’, a category that encompasses all other music 
considered as not being western music. 
The increased exposure of different music genres to other countries around the world is 
becoming more observed with the advancements of transportation and technology, resulting in 
the more efficient distribution of more music genres to other countries. Zambian contemporary 
music has been identified as being a mixture of a variety of music styles, particularly from its 
neighbouring countries. 
1.4. Music in Zambia 
Zambia was and still is used as a trade route within the SADC region with traders from other 
countries travelling through Zambia to other countries in the region (Graham, 1989:283; Impey, 
in Stone, 2000:138). By the 20
th
 century Zambia’s music was most noticeably a mixture of the 
musical styles from its neighbours and from the western world (Graham, 1989:284). However, 
Zambian music remained within the SADC region for many years and only truly appeared in 
western markets from around 1985 (Graham, 1992:207). Only about six well-produced Zambian 
albums, categorised as ‘world music’ during this time, were sold in western record shops 
(Graham, 1992:207). World music will be discussed further in Section 3.3.  
From 1990 Zambian music gradually developed a foothold in countries such as Namibia, Kenya 
and Zimbabwe, as well as making an appearance in more western countries (Graham, 1992:207). 
Zambia’s music has been described by Hugo Zemp as being “a diversity of music because of the 
diversity of contexts in which it is used and of ethnic groups which perform it” (Agawu, 
2003:30). Impey notes how years of interregional trade has “inspired mass migration and has 
influenced linguistic and cultural interaction” within the SADC region (Stone, 2000:138). All 
this cultural sharing has resulted in a lot of blending taking place, resulting in new cultures, 
practices, languages and music styles being created. New forms of cultural capital (a concept 
introduced by Bourdieu) are developed as more mergers occur (Anheier, Gerhards, & Romo, 
1995:860). 
With this knowledge, this research was explorative in nature in an attempt to contribute to the 
little documented information about the current state of the music industry in Zambia. 
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1.5. Goals of this research 
There were five goals focussed on exploring the marketing, promotion and distribution strategies 
used in the contemporary Zambian music industry. A total of twenty-three assorted stakeholders 
were interviewed in an attempt to develop a holistic perspective of the music industry. 
Stakeholders were made up of managers, producers, radio broadcasters, the only national retail 
distributor called Sounds Arcade, musicians and music writers. To this end the objectives of the 
proposed research were:  
1) to investigate and document the current marketing and distribution methods used by a cross-
section of up-and-coming and established Zambian musicians; 
2) to explore and document the marketing and distribution processes of Zambian recording 
companies; 
3) to explore the music industry from the perspective of music writers; 
4) to gain an understanding of the role, objectives and impact on policy by groups such as the 
Zambian Association of Musicians and the Zambian Union of Musicians; and 
5) to investigate the choices made by representatives of radio and television programmers on 
what music to broadcast to the public. 
This research, as stated in the title, focuses on the contemporary division of music in Zambia, 
rather than the traditional or folk music of the country that has mainly been researched from an 
ethnomusicological perspective. In Chapter 2 a theoretical framework using Pierre Bourdieu’s 
concepts of ‘field’, ‘habitus’, ‘cultural capital’, ‘economic capital’ and ‘social capital’ will be 
introduced and then contextualised within the music industry on a global, African, and Zambian 
level. Chapter 3 is to do with the methods utilised to carry out this research. Chapter 4 analyses 
the interviews carried out during this research. Chapter 4 describes the method utilised to carry 
out this research. The analysis of data collected was divided into three chapters: chapters 5, 6 and 
7 analyse the interviews carried out during this research. 
Chapter 5 examines the institutions surrounding and underlying the production, promotion and 
distribution of music in Zambia. The major institutions are the Zambia Association of Musicians, 
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Zambia Music Copyright Protection Society and the National Arts Council. The copyright 
process is currently spearheading the fight against piracy which continues to rob those within the 
music industry of their due royalties. The impact of introducing and establishing the system of 
holograms stickers increases the rate of royalties collected and distributed.  
Chapter 6 focuses on the distribution and promotional methods currently available within 
Zambia that are being used by musicians to get their music to the public. The use of the internet 
is growing within Zambia, enabling music production to be done on home computers and 
uploading music to the internet. Music online is accessible across the globe rather than just 
within Zambia, increasing the exposure to Zambian music and to potential sources of income. 
The internet is also used as a promotional tool for Zambian musicians to consumers on an 
international scale, particularly those within the central fields of the music industry. 
Chapter 7 takes a look at what happens from the start of music production, i.e. how music 
interest is developed and how musicians develop as well as gain access to recording studios. In 
Zambia home studios are in abundance, but finding a reliable studio is essential for a musician’s 
career. Managers and contracts are still underused in Zambia as many musicians often manage 
themselves without completely understanding the purpose and role of a manager, a studio and a 
recording contract. 
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CHAPTER TWO: A THEORETICAL AND HISTORICAL FRAMEWORK USED TO 
CONTEXTUALIZE THE ZAMBIAN MUSIC INDUSTRY 
2.1. Introduction 
Music is a cultural attribute specific to the country or region it originates from with several 
underlying meanings and purposes. As a result music that is considered popular and worth 
producing, distributing and consuming varies from country to country. This diversity creates a 
marketing problem for the international record labels in promoting different genres of music to 
consumers who would not otherwise have access to those genres. In order to gain a theoretical 
understanding of popular music and its production, marketing and distribution, the work of 
Pierre Bourdieu is used, specifically his concepts of ‘fields’ and ‘habitus’. These concepts along 
with the research methods to be defined in Chapter 3, underline the use of world music and 
within the context of music in Zambia.  
2.2. Pierre Bourdieu and cultural studies 
Pierre Bourdieu’s concept of habitus can be sub-divided under three broad forms of capital, 
namely ‘cultural capital’, ‘economic capital’ and ‘social capital’ (Anheier, Gerhards, & Romo, 
1995:860). These are different types of assets that are put to productive use. Capital is 
accumulated over time with the purpose of producing profits and then being re-invested to 
reproduce more capital. For Bourdieu this principle of accumulation can be applied to these three 
forms of capital (Szeman & Kaposy, 2011:81). Musicians and academics are usually considered 
as being potentially rich in cultural capital but generally lacking in economic capital, unlike high 
profile members of society such as the CEOs of large companies and professional football 
players. In certain instances, particularly in developing countries, musicians can have low levels 
of cultural capital either due to limited access to formal education or exposure to more 
experienced members of society who could mentor them. Economic capital for Bourdieu is the 
“basis of domination” even if it may not be viewed as such by participants of the industry 
(Harker, et al., 1990:13). A third form of capital is ‘social capital’ which derives “not so much 
from what you know as who you know (and who knows you)” (Thornton, in Bennett, Shank, & 
Toynbee, 2006:99-100). This knowledge assists these actors as they compete for more beneficial 
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positions within their field (Anheier, Gerhards, & Romo, 1995:860). Fields will be discussed 
below in Section 2.2.1.  
These three forms of capital continuously interlink as the stakeholders of the industry shift their 
positions and relation with each form of capital. For example, with increased social capital 
members of the industry are provided with “direct access to economic resources (subsidized 
loans, investment tips, protected markets)”, as well as increasing their cultural capital “through 
contracts with individuals of refinement … [and] affiliate with institutions” that are held in high 
esteem (Portes, 1998:4). 
These three forms of capital are useful in gaining an understanding of the context in which 
Zambian popular music operates. Bourdieu’s concepts of ‘field’ and ‘habitus’ shall be used to 
further unpack the Zambian music industry. 
2.2.1. Bourdieu’s concept of fields 
A key concept in Bourdieu’s understanding of rivalry in society is fields which are used to 
explain ‘areas of struggle’ within art and culture (Harker, et al., 1990:9; Bourdieu, 1993:40-42; 
Harker, Mahar, & Wilkes, 1990:8-9; Hesmondhalgh, 2006:212; Street, 1997:130, 173). These 
struggles are “a set of power relations between agents or institutions in the struggle for specific 
forms of domination and monopoly of an efficient type of capital” (Gutiérrez, in Sánchez, 
2007:6). Bourdieu and Wacquant (1992:97) add to the definition of fields as being a “network, or 
a configuration, of objective relations.” Although each field is connected to another and/or even 
several fields, each individual field still has its own internal power relations. These power 
relations require actors within that field to attempt to gain access to the resources in that field so 
that movement from one field to another towards the central fields is possible. The struggle is in 
attaining central positions within the field in an attempt to gain access to the various forms of 
capital to develop successful careers (Harker, et al., 1990:8; Bourdieu, 1993:16).  
For Bourdieu, all aspects of society, culture and material aspects are interconnected. Pavella M. 
Hirsch integrates further sub-divisions within the cultural music industry involving “creators 
(musicians, musicians, actors, writers) and brokers (agents) … cultural product's producers 
(publishers, studios), distributors (wholesalers, theatres), and media outlets…” (Sánchez, 
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2007:6). These groupings enable us to group the various stakeholders and understand their roles 
in relation to the other stakeholders and their history. 
In terms of this research, popular music was taken as a field with its central fields being 
developed countries such as the United Kingdom and the United States of America who generate 
and distribute the largest units of music internationally (IFPI, 2012). These countries are the 
epicentres of the production of music. Developing countries are generally situated further away 
from these central hubs as their musical styles tend to be listened to by a particular niche of 
people or marginalised groups. These niche groups are not often considered large enough to 
attract the focus of large record companies as the major record companies may not see how they 
can make profits from promoting musical genres that are harder to turn into international generic 
genres such as hip hop, pop and rock and roll. The popular music industry in Africa is on the 
margins of the field with Zambia falling even further on the periphery (Wallis & Malm, 1984). 
The Zambian music industry can be considered even more marginalised within the African 
music field as Zambian music is not currently marketed for the wider global market. Zambian 
music may be listened to in neighbouring countries but, as the music moves further from 
Zambia, the less focus, investment and consumption it experiences. On a global level Zambian 
music is often labelled as ‘world music’ as its genre has a low commercial international profile 
(Broughton, Ellingham & Trillo, 1999:702).  
Within music the interconnections happen at all levels and all processes from production to 
consumers purchasing the music. Writers and composers (who can be the musicians themselves) 
begin the creative process and take the work to a recording studio. Managers assist in finding 
record labels with studios that would offer musicians beneficial contracts. Record labels may 
sign a contract with the musician before access is granted, but this is not always the case. Some 
musicians also produce their music on home computers with digital studio software and organise 
the release of their music, often through friends and family. In Zambia less experienced 
musicians are often given studio access based on who they know (social capital) and/or if they 
are able to pay for the recording time and studio use (economic capital). This is how mixed tapes 
and compilations are made that are distributed to studios and radio stations. However, with more 
access to digital technology more mixed tapes are recorded and produced on home computers. 
Producers are key to the production of quality recordings which can be turned into singles and 
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albums. Managers and musicians can then either market and promote their music or hire a 
professional promotional marketing company. Radio and television talk shows are organised to 
boost public exposure of the musician and their music. Such promotion is also utilised to 
publicise live performances as performances are essential to generating income. It is important to 
note that the above general overview of the production, marketing and distribution is not a linear 
process but is rather cyclical at every stage. Underlying structural practices or habitus are vital 
for any of the above procedures to occur. 
2.2.2. Bourdieu’s concept of habitus 
Habitus is made of “structured structures, generative principles of distinct and distinctive 
practice” (Bourdieu, 1996:17). In other words members of a particular society are taught 
behaviours and activities that have been passed down from generation to generation. These 
societal practices, such as eating particular foods in a particular way, differentiate one society 
from another. Zander Navarro’s (2006:16) definition of habitus speaks of how it is “developed 
through processes of socialization and determines a wide range of dispositions that shape 
individuals in a given society”. Indeed, Bourdieu argues (1989:9), the choices that social agents 
make in their daily life are “not the intellectual doings of a consciousness, explicitly positing its 
own goals through a deliberate selection between alternatives constituted as such by a project, 
but the result of the practical operation of habitus” (Wacquant, 1993:5). Habitus results in the 
development of tastes (i.e. cultural capital of fashion, food, literature, music, habits), and 
individual characteristics and thought processes (Martinez-Mullen, 2005:99). Habitus also guides 
individuals within their particular fields by enabling them to understand what possibilities are 
and are not available to them (Kahn-Harris, in Bennett, Shank, & Toynbee, 2006:130). 
Within the music industry particular genres are reproduced based on the musician’s habitus and 
who s/he has listened to and have been exposed to. For Bourdieu this is a link between social 
practices and educational capital as background and other musicians influence the type of 
message and music a musician creates (Bourdieu, in Street, 1997:173). The styles of music that 
are played and sung in homes and at school during the early educational years of an individual 
play a crucial role in an individual’s musical preferences later in life when s/he starts to produce 
his/her own music. Learning an instrument is also easier when started earlier in life and can often 
assist in the creative process of writing music. However, if exposure to instruments during 
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childhood does not occur, later in life the use of instruments in the production of music may not 
be considered important, particularly if digital programmes are available.  
On a broader societal level, habitus can impact the development of a musician as certain genres 
will be more popular than others. Tastes in music are structured around the interests and 
attributes of society (Street, 1997:173) as mentioned in relation to social capital in Section 1.5. 
Therefore in an attempt to sell more music musicians may tailor their music to sound like the 
music considered popular. Those who go against the trend often struggle to make an impact on 
the public who will not purchase their music or regularly attend their concerts. However, this can 
result in the standardization of music, limiting the musical choice and exposure to the public.  
Institutions and policies that surround the music industry can also have an impact on the amount 
of exposure and how effectively royalties can be generated and collected. If there are regular 
events such as governmental functions where musicians can perform, musicians are able to earn 
a more regular income and develop a potentially good reputation, resulting in call-backs for 
future performances. As a result musicians need to work even harder in peripheral countries to 
stand out in the international market.  
Musicians carry out particular activities in the hope that their earlier work will pay off in the 
future and they will benefit in monetary terms and popularity. Activities they may engage in out 
of necessity during the length of their careers, but in particular during the early stages of their 
careers, are activities such as interviews with radio stations, television shows, newspapers and 
magazines, and live performances in several towns and to different audiences. These activities 
are important as musicians discover what sort of musician they are, what genre/s they prefer, and 
who their target audiences are, as well as starting to gain an understanding about the 
interconnected sectors of the industry. As their careers develop some musicians ‘reproduce’ 
and/or change their musical focus as they learn and make adjustments based on past experiences 
(Negus, 1992:41). 
A musician is not created in isolation or simply by an individual’s work, but various stakeholders 
within the music and broader media industry are also incorporated in the development of a 
musician. Several modern approaches are also useful in understanding these interconnected 
relationships between stakeholders. 
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2.3. An application of fields and habitus 
From the late 20
th
 century scholars have increasingly considered the media industry to be fluid 
and dynamic, a constant struggle between art and commerce rather than just being one or the 
other (Bourdieu, 1993:19; Wikström, 2009:13; Hesmondhalgh, 2002:15-17; Towse, 2001:25). In 
the contemporary world, music is inspired by what is happening within society and within the 
organizational structure of the industry as well as the legal policies in place which enable the 
music to be distributed in a manner that enables musicians to benefit from their creative work. 
Commerce, or economic capital, which is the generation of business, economic exchanges and 
profit – these can be said to play an even larger role in the music industry as well as affecting 
what type of music gets produced and distributed on a mass scale (Abderton, et al., 2013:5-7; 
Kellner, 1995: 12, Negus, 1992:152-153). For example, record companies inform, capitalize and 
exploit cultural habitus, as well as shape activities and decisions made by those in the industry to 
increase profit (Negus, 1999, in Abderton, et al., 2013:9; Kellner, 1995).  
The relationship between musicians and their economic struggles is a constant battle, particularly 
in the early stages of the musicians’ careers. For Bourdieu the constant economic struggle is 
between those who have capital and those who want to have capital (Martinez-Mullen, 2005:92). 
In developing countries such as Zambia, music production is also dependent on how much 
economic capital musicians are prepared to spend, often using their own personal finances to pay 
for studio recording sessions, travelling to other cities or to a neighbouring country to perform, 
record, do collaborations, create music videos, and do marketing themselves. Also high poverty 
levels (Kamara, 2004:21) mean that the average Zambian cannot afford to regularly purchase 
music, something that is considered a luxury item. So when one musician’s music is bought, 
other musicians’ music is forgone – for whatever reason, one musician’s song or album is more 
distinct than the others and therefore, in that instance, his/her music is bought. This increases the 
economic and often social capital as well. Fewer record sales mean that regular live 
performances need to be planned in order to attract fans and to earn some income from ticket 
sales (Gayer & Shy, in Curien & Moreau, 2006:103). The notion of selection or “spreading and 
distinction” is what Bourdieu speaks of in his expansion of fields in his book Distinction 
(Martinez-Mullen, 2005:94-95). A major theme in Distinction was examining the relationship 
between intellectual property and the producers of such commodities in relation to their social 
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constructs which shape their existence (Bourdieu, 1984:xiii). This relationship is based on the 
link between cultural, social and economic capital. In other words, music is not produced in 
isolation from what is happening in that social context. Music is an intellectual item as it is 
created by the creative mental processes of musicians for leisure and to earn money, making it an 
exchangeable commodity that can be bought and sold. Therefore, music also needs to be 
protected as a commodity and be monitored from when it is produced to how it is distributed. 
These theories and approaches to popular culture and media industry assist in creating an 
understanding of why music industries develop as they do and what is required to be part of the 
industry.  Bourdieu’s concepts of field and habitus conceptualise cultural, economic and social 
capital and how they can be utilized in music industries. All three forms of capital impact the 
creation of musical genres, their career development and exposures. In the following historical 
context section Bourdieu’s theories will be practically used in relation to the history of the music 
industry on a global, African and Zambian level.   
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CHAPTER THREE: BOURDIEU’S CONCEPTS IN RELATION TO THE MUSIC 
INDUSTRY ON A GLOBAL, AFRICAN AND ZAMBIAN LEVEL 
3.1. Introduction 
Although music is made and heard on a daily basis, it is a commercialised commodity as major 
record companies promote certain genres to be marketed and distributed to stores around the 
globe as popular music (Burnett, 1996:31). However, what is considered popular music to one 
particular group may not be popular for another group. This is as a result of different habitus 
being reproduced within different societies, adjusting the value placed on particular 
commodities. A tension within the field of music is that all these differences in taste make it 
difficult for record labels to market all this music profitably from central to marginalised fields. 
To overcome these differences major record companies created the ‘world music’ category to 
encompass the genres of music from around the globe that were not in the mainstream.   
The term ‘world music’ has not been sufficiently defined  as it can “refer to musical diversity of 
the world, originating from all the world’s regions and cultures”, or it can also refer to the 
commercial marketing label that deals with any music not considered as western music (Impey, 
in Stone, 2000:127). As a result African pop has often been “packaged as traditional, authentic, 
roots music” (Impey, in Stone, 2000:127). Some African pop music has purposefully retained the 
usage of indigenous instruments to create a ‘traditional’ or cultural sound that many Western 
consumers look for. Such listeners want to hear music that is from its ‘roots’ and is therefore 
considered ‘authentic’ African music (Impey, in Stone, 2000:128). 
As previously noted, Zambian music is catalogued under world music on a global level which 
has implications in terms of what type of music Zambian musicians record and how they can 
market their music within Zambia and on an international level. Technological advancements 
have played a large role in the development of music production and distribution internationally. 
However, the rate of the development of the music industry has varied widely within the global, 
African, Southern African Development Community (SADC) region and, finally, in a Zambian 
context. The growth of music industries is affected by piracy, especially in developing countries 
such as Zambia. The rate of growth of the industries in these different regions can be further 
clarified under the concepts of globalisation and world music. 
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3.2. Globalization 
Gebesmair and Smudits (2001:2) define transnationalism or globalization as being an industry 
whose focus is on “global music distribution, deploying mass communication technologies, 
especially soundcarriers, satellite broadcasting and the Internet, to reach markets all over the 
world.” Another definition of globalization is as an “economic process in which capital, 
information, and elite members of societies are increasingly able to flow across physical 
boundaries in search of the most favourable short-term returns, and they can ever more easily 
retrace their steps as they please” (Gebesmair & Smudits, 2001:120). Purnima Mankekar defines 
global or transnational public cultures as “mass media that traverse national and geographic 
borders (popular film, television, and print media), as well as public expressions of community 
such as protests, cultural festivals, and ethnic grocery stores” (Hesmondhalgh and Toynbee, 
2008:145). For this to be possible the advancements of technology and digitalization have been 
instrumental as travel, the purchasing and distribution of commodities from one country to 
another is consistently being made more efficient.  
For globalization to operate, the various music styles must be marketed effectively in order for 
music from marginalised areas to be accepted across the world. Genres such as reggae, salsa, 
rumba, Afro-Cuban and Zambian music such as Kalindula and Zam-Rock, to mention a few, are 
often considered niche genres and therefore would require different marketing strategies to make 
the music adaptable for other societies (Falola & Fleming, 2012:10; Koloko, 2012:38, 55, 121). 
To reduce marketing costs all these smaller genres are labelled under ‘world music’. 
3.3. World music 
The category of ‘world music’ was created in 1987 by a group made up of DJs, journalists, 
independent record companies and concert promoters in an effort to simplify the process of the 
distribution and sale of music that did not fit into the traditional mainstream pop market (Falola 
& Fleming, 2012:10; Brusila, 2003:43, 44-45, 47; Frith, 2007:96; Connell & Gibson, 2004:349; 
Impey, in Stone, 2000:127). An individual noted for his involvement in the development of 
world music is Peter Gabriel, particularly since 1991 with WOMAD and Real Music. He was a 
creator and performer of music, as well “as an autodidactic ideologue and as a music-business 
entrepreneur” (Laing, 2010:142). Gabriel’s focus was on “non-Western pop”, starting with 
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African music, then working with Indian musicians and into Eastern Europe, exploring the 
traditional instruments and rhythms of the folk music of the various regions (Laing, 2010:142). 
The folk music from these areas would have been considered as ‘World music’. 
Although the ‘world’ part implies that it is a category that includes all music from around the 
world, the category was originally based on the music styles of the Caribbean, Africa, Latin 
America and Asia and mainly by American ethnomusicologists (Falola & Fleming, 2012:10; 
Brusila, 2003:47). In other words, world music is a diverse collection of all other musical genres 
that do not fit neatly into more established and recognised Western genres (Feld, 1994:103; 
Falola & Fleming, 2012:10; Laing, 2010:142-143). As a result this new category has enabled 
African music to reach international audiences and new markets rather than being limited to the 
country of origin or just the African continent (Falola & Fleming, 2012:10).  
Steven Feld believes a more appropriate name for world music is “third world music” due to the 
implication that the music was considered inferior to Western and European music and was 
coming from remote, exotic and poverty stricken areas (Connell & Gibson, 2004:354). However, 
indigenous groups are not only found in third world countries but can also be found in countries 
such as the United States of America and in European countries, and their music would also be 
considered as world music. Other scholars add on to this concept of world music being 
considered as ‘local’ when aspects such as “authenticity, tradition, locality, ethnicity and musical 
change through fusions” are used (Brusila, 2003:60; Connell & Gibson, 2004:345), implying that 
it cannot fall under mainstream popular music. However, the problem with approaching world 
music in this manner is that what is considered ‘mainstream music’ differs from one society to 
another (Brusila, 2003:70). Different societies may place different types of genres under the 
category of world music compared to the genres categorised by Westernised countries.  
World music has also been defined as a branded category designed to make particular products 
more appealing to consumers, in this case by enhancing the musical differences between what is 
considered ‘local’ and ‘global’ music (Connell & Gibson, 2004:344). By making one or the other 
or both appealing to different consumer groups, record companies encourage the development of 
interest in certain genres. If habitus in tastes and appeal are developed correctly, sales are 
expected to rise amongst targeted groups. This ties into another understanding of world music as 
a marketing category as this enables record companies to earn royalties from an increased 
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number of sources and countries, generating even more economic capital (Brusila, 2003:56). A 
challenge experienced when entering a new field is that music that is unfamiliar is being 
introduced into a field with its own restrictions.  By introducing unfamiliar genres to the central 
global fields these music styles often start new trends in the saturated Western music markets 
(Connell & Gibson, 2004:345). These new styles enable record companies to maintain consumer 
interest and sales as new musical tastes are developed (Glanvill, 1989:60).  
As already mentioned, Zambian music is considered music from the far-reaching margins of 
global music and therefore does not receive much attention from major record labels. Only a few 
of the musicians interviewed (i.e. St. Michael, Sister D., JK, and Brian Shakarongo) had been 
successful in performing in developed countries. The majority of interviewees had not been able 
to break out of the marginalised Zambian market or to travel outside the SADC region, 
illustrating the difficulties musicians face in gaining access into mainstream music and major 
record labels. Exclusion from popular music streams is not the only issue raised about world 
music.  
3.3.1. Negative effects of “world music” 
Labelling music as ‘world music’ has several negative effects. One such effect has been that the 
majority of African music found in the international market is being produced in Paris and 
London (Penna, Thormann, and Finger, in Finger and Schuler, 2004:97, 101; DERGIT, 
2001:14). Musicians may prefer to record and perform abroad as the industry structures are in 
place and are enforced, ensuring that they would earn the royalties they were due. These 
structures, as already noted, are weak or lacking in the African countries and are not being 
enforced to encourage the most popular musicians to remain in their home countries and help to 
bring in more income. World music draws popular local musicians towards these large cities to 
be nearer their more affluent consumers. These consumers are able to purchase more of African 
musicians’ music and attend tours on a regular basis, unlike the consumers in the musicians’ 
home markets. However, to maintain this larger audience, African musicians must be mindful of 
the type of musical styles the consumers would usually purchase and may end up trying to 
incorporate more popular styles into their music. Record companies may also only offer them 
contracts if the musician produces music according to their criteria, resulting in an exploitative 
relationship (Falola & Fleming, 2012:11). As a result African musicians often fall into the 
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system of reproducing standardized music to appease the record company and audience (Burnett, 
1996:109; Wallis & Malm, 1984:150; Broughton, 1994, in Brusila, 2003:214). 
Another objection is that the “world music” label restricts a musician to the margins of the 
popular music field. A musician may want to expand his/her consumer base and enter larger and 
more popular markets, but may be prohibited from doing so by the contracts s/he signs with the 
record companies and even by the style of music if s/he is not prepared to change his/her music 
to suit the market. Sometimes her/his music may be very popular but would only be distributed 
to particular stores that cater for music considered as world music. This latter scenario links to a 
further objection that world music provides a narrow perspective based on the structural sales 
categories created by the major music recording companies (Brusila, 2003:81). In other words, it 
does not matter how popular a musician’s music is; as long as it is labelled as world music, it 
will be sold only as such until a major record company invests in developing a new marketing 
strategy that enables the music to be sold alongside popular albums. 
These limitations demonstrate the hurdles with which particularly inexperienced musicians must 
deal with, especially as many have had very little exposure to formal studios, or know what is 
required to make the requirements of globally acceptable music and how to market it. Zambian 
musicians are, therefore, at a great disadvantage right from the start of their musical experiences. 
Technological advancements are also limited in marginalised countries and as mentioned above 
in Section 3.2., technological and digital advancements have played a crucial role in the 
production of internationally accepted levels and the distribution of such music on a global scale. 
3.4. Digital advancements 
On a global scale with technological advancements – most notably from the late 20th century 
onwards - entertainment has been disseminated much quicker with the use of satellite 
broadcasting, cable television and high-speed internet (Bennett, Shank & Toynbee, 2006:138; 
Frith, 2007:71). In the earlier stages of the global music industry, music was distributed via 
physical mediums such as cassettes, vinyl and CDs, while in the 21
st
 century industry the 
distribution of music is mainly via the internet, radio and television (Wikström, 2009:5). As the 
development of the internet continued, the distribution channels as well as the format and 
medium used to carry this music changed. The internet has countless websites that offer ‘free’ 
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sites where anyone can create an account and upload various media files in different formats. 
They are free in the sense that no payment is needed to create an account, and also no payments 
are made for items loaded onto the site. Once an account is made, the owner (for example, the 
musician), can then upload music for consumers to listen to in the hope that they will become 
paying consumers. The music can be listened to online or streamed on online radio stations. 
However, there are sites such as Amazon that require a payment to be made in order for music to 
be downloaded. Such sites then pay the musician a percentage of everything earned. 
Andreas Gebesmair and Alfred Smudits (2001:10) point out that with the increased use of digital 
distribution channels “phonogram companies will no longer be in a position to control the 
distribution chain”, and as a result they will no longer be able to influence the demand for 
particular products and genres that they promote as being popular. This loss of control is due to 
the need for only original copies to upload music onto the internet rather than having to press 
more copies of vinyl, cassettes, CDs and/or DVDs. As internet-related technology develops and 
becomes more efficient and reliable, retailing on the internet is very likely to continue to grow. 
However, for this to become a reality each country, especially developing countries, would be 
required to improve on several key national constructions such as the legal, financial and 
regulatory structures (Gebesmair & Smudits, 2001:11). Once these structures are in place it does 
not matter where an individual is located in the world as he/she would be able to order goods – in 
this case music-related products – over the internet and have the orders delivered to her/him. 
As has been touched on, an important advantage of digital technology is that it does away with 
the problem of quality loss experienced when tapes are being copied (Wallis & Malm, 1984:11). 
Quality is reduced during the copying process as during the process tape noise is produced, and 
as the tape is constantly used it starts to stretch, resulting in the music changing frequency. 
Although MP3 formatted music is much closer to the original in quality when compressed 
correctly, audio quality levels can drop when lower bit-rates are used during the compression 
process. Other factors that could impact the quality of the compressed music are the “complexity 
of the music and the quality of the encoding software” (Fries & Fries, 2000:133). In order to 
compress the size of an audio file into MP3 format, complex data may be lost in the process of 
reducing the digital file (Ashworth, 2009, cited in, Anderton, Dubber, & James, 2013:82). 
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Individuals with sensitive hearing may claim that there is a loss of quality when the compression 
process is not done correctly (Bockstedt, Kauffman, & Riggins, 2005:8). 
Another advantage of using digital channels as an alternative means of distribution is that it costs 
a fraction of distributing physical units (Bennett, et al., 2006:4; Bockstedt, Kauffman & Riggins, 
2005:3). Physical products cost more because they take up storage space that needs to be paid 
for; transportation from one place to another which incurs transportation costs; and the people 
who handle the products at all the various stops and are part of the distribution process all need 
to be paid. Digital distribution eliminates transportation costs as well as the people who all 
increase the price per unit in order to make a profit. The more music is distributed and streamed 
online the more the music industry has the potential to grow and spread its reach from smaller 
fields to larger fields. 
Apart from the increased speed of distribution on a global level, the internet has also increased 
the potential for hybrid genres to be created. As musicians listen to other music genres, various 
elements of these styles can become infused with the local music, resulting in a new style of 
music (Connell & Gibson, 2004:356; Falola & Fleming, 2012:2, 11).  
Alopi Latukefu, in his paper at the World Summit on the Information Society (WSIS), spoke 
about the use of internet media by indigenous people of Australia. Latukefu wrote: “So seductive 
is the power of the ICT [Information and communications technology] medium that it might only 
appear to remove centralised control out of the hands of government and into the hands of the 
people, giving the notion of … empowerment” (Latukefu, 2006:4). In other words although it 
may seem that musicians now have control over the distribution of their music, it does not mean 
they have total control as another problem is introduced with the use of the internet. Although 
music can be spread quicker and further over the internet, the further from the source or musician 
it goes, the less control the owner has over it. There are fewer barriers to go through to download 
music that has been made available on the web. This is because the music can be accessed and 
downloaded from anywhere around the world, restricting the intellectual owner from having any 
control over who accesses their music and how they can benefit from that download financially 
(Wikström, 2009:5-6; Fries & Fries, 2000:21). Wikström (2009:8) summarizes this when he 
writes that “the new music industry dynamics is characterized by high connectivity and little 
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control...” However the global music industry continues to flourish even with these struggles 
over control. 
 3.5. Brief contextualisation of the global music industry 
Between 70 and 80 per cent of the world’s recorded popular music is produced, manufactured 
and distributed by four major record companies: EMI, Sony BMG, Universal Music Group and 
Warner Music Group. The remaining 20 per cent is produced, manufactured and distributed by 
smaller indie record companies (Abderton, Dubber & James, 2013: 24-25; Wikström, 2009:69; 
Gebesmair & Smudits, 2001:9, 123). This increases the challenges faced by indie or private 
recording studios as well as independent music retail distributors who fight to provide an outlet 
for new musicians and niche music (Barrowclough & Kozul-Wright, 2008; Negus, 1992: 6-8; 
Wallis & Malm, 1984; Abderton et al., 2013: 33; Wikström, 2009:66-67). In Southern Africa 
before and during the 1980s musicians had to travel to the major recording centres in Tanzania, 
Congo, Kenya, South Africa and Zimbabwe to have their music recorded and pressed (Malm, 
1992:351, 360; Mhiripiri, 2010:213; Kubik, 1979:49; Koloko, 2012). Although Zambian 
musicians were signed up by the Teal Records Company under Gallo records in Zambia, these 
and other musicians were still sent to Congo or Kenya to be recorded and have their music 
pressed as Zambia did not and still does not have any formal pressing plants (Author’s interview 
with Geoff Paynter, 2014).  
However this experience is not limited to Zambian musicians as many musicians across Africa 
had to go through similar experiences to have their music recorded and produced. 
3.6. An overview of the African music industry  
Simon Frith notes that  music is used “in games and for dancing; to organize work and war; in 
ceremonies and rituals; to mark the moments of birth, marriage, and death; to celebrate harvest 
and coronation; and to articulate religious beliefs and traditional practices” (2007:203; UN, 
2011:10). Music is an integral part of African society, life and a method of communicating 
(Penna, Thormann, & Finger, in Finger and Schuler, 2004:97). The actual size and dimensions of 
local music activities are not well documented - however, a large amount of musical knowledge 
was passed down through traditional rituals and verbally (Ambert, 2003:ii). 
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Many African countries gained their independence during the 1950s and 1960s and their music 
industries were very limited, particularly after the colonialists left (Wallis & Malm, 1984:12; 
Falola & Fleming, 2012:6). Angela Impey notes how colonial governments brought with them 
the “trappings of a foreign culture, affecting, to varying degrees, the economic, political, and 
cultural infrastructures of the societies they controlled” (Stone, 2000:125). The colonialists 
would use the music industries to promote their music to ‘educate’ the countries they would 
colonise, and therefore would promote and support the music industries.  
Western scholars have described developing countries as being ‘small’, i.e. in terms of market 
size compared to first world markets (Wallis & Malm, 1984:11). But the term ‘small’ can also be 
defined in other ways. ‘Small’ has also been used to describe small language areas and cultures 
(Wallis & Malm, 1984:11). The majority of developing countries “are not small in terms of 
population or area, but many of them are small in terms of material resources” as well as having 
a “limited number of musical sub-cultures” (Wallis & Malm, 1984:12, 18). Competition for 
limited resources makes it even more difficult for musicians in developing countries to be 
successful. Indeed, each field within society is structured with its own hierarchical systems of 
power within which those in the field must compete to gain access to scarce resources (Aldridge, 
1998:4-5). Those with power, or in this case, the musicians who are already established and are 
known, are more likely to have access to the better recording studios with better contracts. For 
these reasons they will also be more likely to be invited to perform at better paid functions. With 
many musicians vying for the attention of a small purchasing market, gaining and maintaining 
the public eye and ear is a difficult and continuous battle.  
Several analysts have noted how cultural and creative industries are “marked by high levels of 
insecurity, casualization and long working hours” (Hesmondhalgh and Baker, 2011:6).  Creative 
industries are made up of the “creation, production, marketing and distribution of products and 
services resulting from human activity” (UN, 2011:7). Creative industries often rely on seasonal 
tourism and/or return customers (Lamba, 2007:78). This means that when it is not tourism season 
or art and albums are not being bought, the creator of the particular art needs to find other 
sources of income to survive the dry spells. In order to record and perform a song or release an 
album, a musician spends many hours in the studio, during which time no money is being 
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earned. Until a music career is established and the musician is performing on a regular basis and 
earning royalties from album sales, there is a lot of insecurity.  
The remainder of this discussion about the insecurity of the music industry music will be viewed 
within SADC and Zambia. 
3.7. Brief exploration of music in the SADC region 
There is a lot of creative talent and the potential for creativity in sub-Saharan African countries 
(Maskus, in DERGIT, 2001:14). However, talent and creativity are not sufficient to overcome 
the institutional restrictions to develop a vibrant music industry. The recording industry in the 
SADC region operated mainly in Zimbabwe and South Africa from as far back as 1927 to the 
late 1960s (Koloko, 2012:15). Particularly due to technological advancements several small and 
independent recoding labels have begun to blossom within the region, however (Ambert, 
2003:1). As a result more musicians have been doing more collaborations with musicians in 
other countries as well as recording music and music videos in studios in neighbouring countries. 
Such collaboration and production are affected by several key factors which impact on the 
development of music.  
Firstly, there is very little documentation on the cultural industries let alone on music industries 
within Southern Africa, leaving a large knowledge gap (Ambert, 2003:45). What little is known 
is mainly based on South Africa, the most developed country in the SADC region. South Africa 
has and continues to dominate the SADC region in relation to having the most developed and 
established music industry. It has the most established music-related associations, legislation and 
statistics of recorded sales of music units (Ambert, 2003:22). For the majority of the countries 
music was distributed through pirate networks or through informal channels (Ambert, 2003:22). 
Research carried out by the International Labour Organisation (ILO) in 1998 noted that in the 
SADC region sales per artist were monitored but not where sales were occurring, this being key 
information on the distribution of sales (Kamara, 2004:19). With weak record-keeping, decisions 
for things such as future investments are based on inaccurate information, affecting the 
implementation of long-term strategies. 
Secondly, there is also a noted lack of knowledge amongst musicians within the region about the 
importance of having their intellectual property legally protected. This situation is not helped by 
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the lack of enforcement of legislative policies designed to protect intellectual property (Ambert, 
2003:25). Not understanding the value of their intellectual property leaves musicians open to 
exploitative work environments and contracts, as well as being unable to collect all royalties due 
to them. 
Thirdly, and related to the second point, music education in schools in Southern Africa is limited 
to a small number of schools, with South Africa again having the most schools with music as 
part of the curriculum. As a result very few musicians can actually read or write music. Although 
this skill may not be an essential skill for popular musicians, an appreciation of musicology or 
the study of musical texts and terminology does give artists more ownership and understanding 
over their music in the creation phase (Anderton, Dubber & James, 2013:10). Written music can 
also make it easier to get copyright protection as a tangible object. further hindering their musical 
development, particularly on an international level. South Africa is also the most noted country 
in the region for offering tertiary level music degrees and diplomas that are recognised at an 
international level (Ambert, 2003:14; Kamara, 2004:16). Yarri Kamara (2004:16) also identifies 
that “cultural actors in developing countries often lack appropriate training, both in the art they 
exert, as well as in basic business and management skills.” This implies musicians are not the 
only people in the cultural industries who are at a disadvantage. Stakeholders such as managers, 
studio producers and those tasked with the duty of royalty collection and distribution also require 
training to raise the levels of professionalism in the industry. All the above points apply to 
Zambia. 
3.8. An overview of the Zambian music industry  
Soon after Zambia gained its independence, a music company called Zambia Music Parlour 
(ZMP) was established by a Mr. Edward Khuzwayo in the late 1960s. ZMP was the second 
largest label after Teal Records Company Zambia Limited in Zambia. ZMP had music store 
outlets where the company sold its music. It did not last too long, particularly after Teal Records 
closed and moved out of Zambia during the mid-90s due to the music industry really struggling 
(Koloko, 2012:58, 345). Mondo Music Corporation was the next company set up in 1998 by 
Chila Folotiya to fill the gap left by Teal Recording and Distributing Company and ZMP. The 
Sounds Investments music store chain – also known as Sounds Arcade - also started up in 
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Zambia at about the same time and Mondo Music Corporation sold their music there (Koloko, 
2012:345).  
The music received a lot of support just before and after independence from the president Dr. 
Kenneth Kaunda. Kaunda would frequent the Lusaka Playhouse
1
 and recorded songs with 
several musicians (Koloko, 2012:26-27). In 1976 he declared that 90 per cent of music played by 
the Zambian Broadcasting Services (ZBS) had to be local Zambian music and the remaining 10 
per cent could come from outside Zambia (Koloko, 2012:27). The purpose of this bold decision 
was to encourage and promote ‘authentic’ Zambian music (Broughton, et al., 1994:408; Ambert, 
2003:6). This is similar to countries such as Canada, Sweden and Denmark who implemented 
quota systems to monitor the music aired on television and radio stations (Frith, 2007:71). Soon 
after independence the national Zambian radio became the main provider and outlet of music in 
the country during the 1960s. Although originally tasked with the mandate of promoting 
Zambian music, the radio station moved to play mainly Congolese rumba music soon after 
Kaunda’s presidency ended with the new Movement of Multiparty Democracy (MMD) party 
winning the election in 1991 (Broughton, Ellingham & Trillo, 1999:703). The next government 
did not place as much focus on the maintenance of the local quota system. 
Although music was being recorded, being able to earn royalties from recordings was not 
common in Zambia for several years. Musicians in the early days of the industry had to rely 
heavily on live performances to earn any money and connect with audiences (Koloko, 
2012:406). Ambert (2003:1) states that live performances were the main income generation for 
musicians because the supply capacity of the music industry and the purchasing capacity for the 
majority of Zambians - and those in other African countries – was and still is limited.  
From 1971 the main mediums of music in Zambia were vinyl records, cassette tapes and portable 
radios. As briefly touched on earlier, the actual pressing of the vinyl and cassettes was done 
mainly in countries such as Kenya, Tanzania, Congo and South Africa. Cassettes and radios 
could be afforded by many in Zambia, irrespective of where they were. During this time cheap 
battery-run radios became increasing available in Zambia, specifically designed to be affordable 
for the average citizen. A record company called Gallo Music opened up in 1971 in Kitwe that 
                                                          
1
 Lusaka Playhouse is one of the main performing arts theatre houses in Zambia. 
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was a subsidiary of Teal Records and Distributors in Ndola. Both of these companies were South 
African owned and would import and distribute music from South Africa and Kenya into Zambia 
(Author’s interview with Geoff Paynter, 2014). The music was brought back into Zambia under 
Teal Records for the musicians signed up with the company. Musicians who were signed with 
Teal Records had everything done for them from the recording, marketing strategy, the selling of 
the music and collection of royalties. Musicians just needed to do their part in the recording 
process and live shows. In 1974 a pressing plant was set up in Ndola by Teal with machinery 
imported from Sweden and the United Kingdom.  
Teal Records was primarily a distribution company and then later, for a brief period, also a 
pressing company in Zambia (Author’s interview with Geoff Paynter, 2014; Koloko, 2012:339). 
Geoff Paynter, (born to Austrian parents and born and raised in Zambia), was a sales 
representative for Teal Records before moving to work for Gallo Music Publishing in South 
Africa (Koloko, 2012:341). According to Paynter, Teal would sign up promising musicians and 
preferred them to record locally at local studios such as the Music Parlour Studios or DB Studios 
that were established and run by Zambians. If not, or for various reasons, the musicians would be 
sent to Kinshasa, Congo, or Nairobi, Kenya to be recorded and to have their music pressed 
(Author’s interview with Geoff Paynter, 2014). 
3.8.1. The ‘Zambian sound’ 
The creation of contemporary Zambian music has had several music genres and foreign 
companies influencing and moulding the music that is produced today. It is not easy to clearly 
define what a ‘Zambian sound’ really is, as the Zambian people, languages and even the music 
are a mix of all the countries surrounding Zambia as a result of the country’s main roads being 
used as  highways to neighbouring countries  for many years (Raballand, Kunaka, & Giersing, 
2008:6-7). Andrew Mulenga (2001) states that Zambian music is a combination of “Hip-Hop, 
Jamaican-influenced dancehall, reggae, R&B and … Congolese Rhumba.” The only thing 
Zambian about it is the languages in which it is sung. In other words there does not appear to be 
music that has been generated from Zambia that has a sufficiently distinct sound to be considered 
different from other genres and geographic regions. In addition Chawa Chiteta (Author’s 
interview, 2013) described the Zambian music industry as being “somewhat one dimensional.” 
Chiteta also stated that the languages being spoken and sung in Zambia were restricted to 
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Zambia and its neighbouring countries, limiting possible audiences if based on language. Even 
though Zambia has 73 ethnic groups with nearly as many languages and dialects (Lamba, 
2007:10), it does not have languages such as French, Spanish, Portuguese and English which are 
more generally understood internationally. 
As previously mentioned, language is not the only aspect of Zambia that has been influenced by 
the country’s neighbours. Zambian music is a blend of all the various musical styles surrounding 
the country which was brought in by those travelling through the country. Congolese rumba 
music has also had a strong influence on the development of Zambian music (Koloko, 2012:121-
122; Mulenga, 2001). Congolese men in particular were known to travel and work in the 
Zambian Copperbelt mines or travel as traders from Congo to Zambia while both countries were 
under colonial rule, particularly between 1924 and 1930 (Grosz-Ngate & Kokole, 2013:67). As 
this continuous mixing occurred the rumba guitar rhythms were also absorbed in Zambia, and 
guitar music flourished during the 1950s (Koloko, 2012:15). Rumba continued to be a strong 
influence for the next few decades. James Ferguson writes of hearing rumba or kwasa kwasa 
music being played regularly in bars in the Copperbelt in 1989 (Ferguson, 1999:218). The 
Congolese traders and miners would bring their local music into Zambia, spreading rhythmic 
styles and influencing musical tastes. Rumba has also had a significant impact on Zambian music 
because Congo provided one of the closest places for Zambian musicians to record, produce and 
press their music. Congolese rumba music during the 1980s was one of the biggest disco genres 
in Central Africa with Zambia being the transportation route to distribute this music (Koloko, 
2012:50). This constant flow of music going back and forth over the border enabled the piracy of 
music to flourish. 
3.9. Piracy 
Piracy has been defined as referring “to some form of unauthorized duplication where the 
business relies on making an economic gain at the expense of other copyright holders 
(composers, performers or phonogram companies).” The counterfeit duplication of a music 
single or album is usually of a lower recording quality than the original. As was discussed in 
Section 3.4. this deterioration does not happen with digital copies as exact duplicates can be 
made without the use of physical. This is the same with the record sleeves and packaging; the 
information would be the same but the overall packaging would not be identical to the original 
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(Wallis & Malm, 1984:44). Until quite recently pirated music has been sold openly in the 
markets, on the main streets and even in front of official music outlets while authorities such as 
the police have done nothing (Ambert, 2003:25). 
Piracy of music has taken on a new form with the internet. If someone downloads a single or a 
whole album and shares it with friends and family, who then do the same, the musician will not 
receive any payment for any of the music shared. From interviews with the author some artists 
such as Immaculate (2013), Zone Fam (2013), and JK (2013) spoke about how they posted their 
music onto the internet, as mentioned in the above discussion on digital advances, in an attempt 
to reach a wider range of listeners from both inside and outside Zambia. This aspect will be 
discussed further in Section 6.3. on the use of online methods as an alternative means of 
distribution for musicians’ music. 
Piracy was widespread throughout Africa during the 1990s as copyright laws were either weak 
and/or non-existent and were not really enforced in the weak African economies (Penna, 
Thormann, & Finger, in Finger & Schuler, 2004:101; UN, 2011:7). A survey carried out by the 
IFPI in 1998 stated that the percentage of piracy of the legitimate market was “50% in Kenya 
and Nigeria, between 25% and 50% in South Africa and Zimbabwe and between 10% and 25% 
in Ghana” (Hardy, in DERGIT, 2001:12). This illustrates how piracy affected and continues to 
affect a wide range of African countries that are all at different stages of development. Such 
widespread piracy also prevents potential investors from investing in the industry as they may 
not see any benefits to investing (Penna, Thormann, & Finger, in Finger & Schuler, 2004:101). 
In Zambia, with the lack of policies and enforced infrastructures (Lamba, 2007:12) piracy is still 
prevalent, but institutions cannot be held solely responsible for the stronghold of piracy. Societal 
habits of purchasing legal music are just as weak as policies. According to Bourdieu “habitus 
programmes consumption in the individual and classes, and determines which things they are to 
feel as necessary” (Martinez-Mullen, 2005:100). In other words, habitus within a society can 
encourage particular consumer habits such as preferring to purchase illegal copies of music as it 
is something to be enjoyed, but is not invested in in the same manner as food and shelter. If the 
majority of the population continues to purchase pirated music and not support the Zambian 
musicians’ music that is legally distributed, then piracy will still have a stronghold on the music 
industry (Ambert, 2003:25).  
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3.10. Conclusion 
By applying Bourdieu’s theories of habitus and fields, an understanding of why the Zambian 
contemporary music industry is as it is can be gained. Although Zambian contemporary music 
may be considered popular within the neighbouring countries, it is still very marginalised and 
restricted to its geographical location. Popular music in one society is not guaranteed to be 
viewed as being popular with another society. This is because the importance placed on cultural, 
social and economic capital varies over time and from place to place. For marginalised music to 
be distributed, performed and heard on an international scale, the music is labelled as ‘world 
music’ if major record labels can see how profits can be made.  
With the advancement of technology globalisation continues to build a one-world market 
scenario in all aspects of social life, including entertainment and music. Digital technologies and 
increasing internet usage have been vital in the growth of globalisation as it has enabled cultural 
values, ideas and music to be interchanged with arts from developing societies and countries, as 
well as enabling the distribution of virtually any commodity to be delivered to more places 
around the world. The internet has enabled more and more musicians to upload their music onto 
the internet, side-stepping the need for the distribution process of record labels. The internet can 
be accessed around the world, exposing more marginalised music to central fields which 
develops more social and economic capital (Fries and Fries, 2000:17). 
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CHAPTER FOUR: METHODOLOGY 
4.1. Introduction 
As mentioned in Chapter 3 the contemporary music scene in Zambia is under-researched as little 
documented data and research can be found on the growing industry. To gather as much relevant 
data as possible, a methodological approach must be used to focus research. The method a 
researcher uses while in the research field provides a clear strategy of how information is to be 
gathered from those within the field. This method enables the researcher to concentrate on the 
purpose of the data collection and why particular people are selected to provide information. 
Understanding this avoids wastage of time, in particular if the researcher is only within the 
research field for a limited amount of time; a situation experienced when carrying out the 
following research. The purpose of this research was to gain an understanding of what is 
happening in the Zambian music industry, not only in terms of what type of music is found in 
Zambia but also about the different stakeholders surrounding the musicians, enabling them to 
produce, market and distribute their music. This data was sourced from various stakeholders 
within the industry in an attempt to provide a holistic perspective.  
The research participants were a mixture of people who had 08:30 to 17:00 hour office jobs, 
part-time workers, part-time tertiary students, part-time or full-time musicians (which in this 
research incorporated just singers and those who also play instruments), managers or producers. 
There were four subgroups: the artists (singers, rappers and instrumentalists); managers; radio 
DJs; and a miscellaneous group made up of the remaining participants, a Sounds Arcade 
manager, a music journalist, the National Arts Council Chairperson, a member of  Zambia Music 
Copyright Protection Society (ZAMCOPS) administration, and the then President of the Zambia 
Association of Musicians (ZAM). All the participants were interviewed in person apart from 
four; one whose interview was conducted over Skype and recorded and another three who 
completed emailed questionnaires. 
Due to the lack of previous data found on the music industry, these interviews were semi-
structured to allow participants the opportunity to provide any information they felt necessary to 
further an understanding of the industry, its different divisions and how they currently operate. 
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This resulted in the interviews being more explorative and open rather than having a sole 
meaning or purpose behind each question. 
This chapter considers the purpose of using qualitative research, the rationale of the goals of the 
research, the setting and sampling of research participants who were interviewed, and how 
access to the interviewees was acquired. These are followed by how the data collection process 
was carried out, how the data was collected, validated and triangulated. The limitations of 
qualitative research and interviewing methods are then outlined as well as ethical considerations 
that guided the research.  
4.2. The use of qualitative research methods 
Qualitative research has to do with gathering descriptions and quality of human experiences 
(Marvasti, 2004:7). Quantitative questions may result in restricting responses and narrowing the 
field of effect while qualitative questions may result in respondents raising areas of interest that 
were not thought of by the researcher. The researcher may not touch on particular aspects due to 
not being an active ‘insider’ of the music industry, and therefore would not be up-to-date on all 
aspects of the industry (McNeill & Chapman, 2005:109). This was found to be true during 
several interviews when a question was asked which the interviewee took further and raised an 
important aspect that was not raised in the original questions. For example, when asked if he gets 
interviewed by radio shows St. Michael, a reggae musician, stated “yes”, but went further and 
brought up the aspect of what genre of music is considered acceptable to be aired on radio: “I’ve 
had DJs calling me to say ‘somebody from higher office called to say we shouldn’t play this 
music’” (Author’s interview, 2013). This possible prejudice was not considered originally when 
the questionnaires were drawn up, but it is clearly an interesting point as a musician’s 
development and exposure can be hindered by what the gatekeepers of the music industry 
consider is or is not appropriate music. In another country the genre may be welcomed, 
encouraging the musician to leave his/her home country and record his/her music in another 
country where he/she is guaranteed to earn more from his/her music. If the musician does not 
leave his/her home country, he/she/he may be forced to adapt his/her music to make it more 
‘acceptable’ for airplay. This emphasized the need for and the importance of a qualitative 
approach to gather as much information as possible from those who are active participants of the 
music industry (Orb, Eisenhauer & Wynaden, 2001:94).  
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Ethnographic research has to do with writing about people or cultures carried out through direct 
observations and interviews with research participants during the data collection process 
(Marvasti, 2004:36; Thomas, 1993:10). Spradley (1979:10-11) defines ethnography as a 
“culture-studying culture” that involves “research techniques, ethnographic theory, and hundreds 
of cultural descriptions.” Thomas (1993:10) notes how Spradley’s definition adds to observation 
methods with the use of other data sources. As a result the qualitative approach adopted in this 
research was of an ethnographic nature, involving in-depth or ‘thick descriptions’ of current 
processes and understanding shared practices and beliefs within a particular group (Traynor, 
2007; Geertz, 1973; Thomas, 1993; McNeill & Chapman, 2005:92; Marvasti, 2004:21-22). 
The aims of this research were to explore the marketing, promotional and distribution strategies 
used in the Zambian music industry. An examination of agents, managers, producers, record 
companies, broadcasters, distributors, retailers and musicians is needed in order to obtain a 
holistic perspective of the Zambian music industry.  
4.3. Setting and study informants 
The data collection was carried out in the capital city, Lusaka, Zambia over a three month period, 
mid-November 2013 to the beginning of February 2014. Lusaka was chosen because it is the 
epicentre of Zambian’s music industry and therefore a wider variety of participants could be 
located within the same area. It has been noted that qualitative research can examine, explore and 
describe social activities in their natural settings, providing a space where the social activities 
can occur as they naturally would when undisturbed (Orb, Eisenhauer & Wynaden, 2001:93). 
To address the first goal mentioned in Section 1.5. the majority of interviewees were musicians 
who have been and/or are active in the industry ranging from several decades to a few months. 
This was to gain an understanding of the transformation that has occurred within the music 
industry as well as the experiences of the musicians and their challenges. This increased the 
credibility of the information as a variety of perspectives were drawn upon (Rubin & Rubin, 
2005:67). 
The remaining interviewees were with managers, producers, a music journalist, a music store 
manager, members of the National Arts Council and ZAM, and finally with ZAMCOPS. These 
different categories were important for the research as they provided a more complete image of 
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the music industry from various perspectives and how they contribute to the growth of musicians 
and the development of the industry. For these interviews only one or two people could be 
interviewed from that particular sector, sometimes due to being the only one available to 
participate. In most cases that person was in a position to provide the needed information as 
found, for example, with the Sounds Arcade manager. As the manager of the only music store 
chain in Zambia he had knowledge of the internal operations of the store and so was a key 
informant. All but three of the interviewees were located in the city of Lusaka. 
To a large degree participants were randomly selected but also based on the probability of how 
accessible and available they were (Rumdestam, 2007:90; Coleman & Briggs, 2002:99). This is 
also known as Area Probability Sampling (Fowler, 2002:20), a strategy often used due to its 
wide applicability and based on the geographical area. Access to the musicians was negotiated 
through managers who could be contacted or musicians who were contacted directly via the 
National Arts and Culture Society. Other participants were identified through the internet and 
contacted using contact information they had made available on the internet, for example, email 
addresses and phone numbers (Fowler, 2002:12; Rumdestam, 2007:91-92). Access to other 
possible research participants was also obtained on the recommendation of participants who had 
agreed to take part in the research, a snowball technique to obtain a higher number of 
participants as well as gain access to different practitioners in different sectors of the industry 
(Coleman & Briggs, 2002:102; Rumdestam, 2007:91; McNeill & Chapman, 2005:50; Marvasti, 
2004:46). An example of a very connected and successful artist, producer and currently Radio DJ 
was Chilu Lemba who is now based in Johannesburg. He recommended another manager, Mr. 
Duncan Sodala, manager for the group Zone Fam in Zambia. Mr. Sodala recommended Scarlet 
who recommended Mr. Moses Sakala.  
4.4. Data sources and collection procedures 
Interviews were in-depth and semi-structured, as well as digitally audio recorded after 
permission had been granted from the interviewees (Marvasti, 2004:54). The purpose of the 
semi-structured interviews was to allow the research participants to speak with little restriction 
and enable them to provide whatever information they felt was necessary (Schostak, 2006:10). 
Follow up questions were asked to gain clarification and/or more in-depth information on a point 
mentioned by the interviewee (Rubin & Rubin, 2005: 136, 173-76). Interviews were on average 
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30 minutes long to avoid tiring the interviewees but leaving enough time for them to speak 
without feeling pressured (Rubin & Rubin, 2005: 135). The questionnaires were semi-structured 
to enable follow-up questions to be asked if an interesting point was raised by the participants. 
The questions comprised mainly open-ended questions in an attempt to prevent restricting the 
responses. However, for those interviewees who were unable to meet but were prepared to be 
part of the research, a questionnaire requiring short answers was drawn up and emailed to them.  
This research was reliant on the voluntary consent of contacted participants which may raise 
questions about the partiality of the information given or not given (Busher, 2002:78; McNeill & 
Chapman, 2005: 10). As a result, if participants did not grant their consent or were unable to 
participate due to being out of the city, country or too busy, then they were not forced to 
participate (Orb, Eisenhauer & Wynaden, 2001:95). 
Secondary documents such as Sounds Arcade music charts (Appendix 1), the Zambian Copyright 
Act of 1994 (Appendix 2) and the first three issues of Zambia’s first music magazine, Music 
Xtra, on the growth and development of the music industry, were also collected. Relevant online 
newspaper articles were also obtained and utilized as well as music chart records from the only 
music store in Zambia, Sounds Arcade.  Although secondary documents cannot stand on their 
own, they can be drawn on as a source of data to support the research (McNeill & Chapman, 
2005:131). Examples of secondary documents are political articles, literary works, scientific 
articles, and books, historical and contemporary official reports,  media reports such as 
newspapers and magazines, audio and visual products, public and official records (Clarke, 
2005:7; McNeill & Chapman, 2005:131, 146-48. 
4.5. Internal validity 
The role of the researcher as well as the goals of the research must be made clear to the research 
participants to avoid the creation of incorrect assumptions being made on the participants’ side 
(Orb, Eisenhauer & Wynaden, 2001:96). Understanding the researcher’s role and the research 
aims are also important from the researcher’s side as she/he is part of the process of negotiating 
access and gaining the trust of participants (Orb, Eisenhauer & Wynaden, 2001:95). If 
participants understand the purpose of the research and are assured their identity will be kept 
confidential if they request it, they are more likely to agree to participate in the research as well 
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as provide more accurate information specific to the research, increasing the reliability of the 
information given (McNeill & Chapman, 2005:13, Briggs & Coleman, 2007: 9). 
During this research, when potential interviewees were being contacted for the first time, the 
name and the purpose of the call were explained before requesting if the person was willing and 
able to be interviewed. Potential interviewees were also asked if they would like the research 
proposal emailed to them so they could read it for a bit of background before the interview.  If 
they responded positively, then a date, time and place were set for the interview. An email 
address was also acquired and the proposal sent to them.  
Each participating group was asked questions related to their particular function within the 
industry. A few questions to address some main issues were used as guidelines. Due to the 
qualitative nature of the research, varying follow-up questions were asked based on the answers 
and comments given by the interviewees. Having similar core questions being asked of members 
in the same participant category was a means of verifying given information of shared practices 
(Coleman and Briggs, 2002:68; Fowler, 2002:6; Rubin & Rubin, 2005:73). This increases the 
interviewer’s consistency and the reliability of the research (Briggs & Coleman, 2007:92). 
4.6. Triangulation 
Triangulation is a method used to compare “many sources of evidence in order to determine the 
accuracy of information or phenomena” (Coleman & Briggs, 2002:68). In other words it is a 
means used to cross-check the data (Clarke, 2005:61). Triangulation can be defined as “the use 
of two or more methods of data collection in the study of some aspect of human behaviour” 
(Cohen & Manion, 1994:233, cited in Coleman & Briggs, 2002:68). There are two main types of 
triangulation: methodological triangulation where several methods are used to examine the same 
issue; and respondent triangulation where the same questions are asked of different research 
participants (Coleman and Briggs, 2002:68). This research utilized the latter method as several 
members of the various stakeholder groups of the music industry were interviewed. Information 
given during the interviews was checked against what other informants said. For example, when 
the question ‘Do you think it is important to get onto music charts?’ was asked of the musicians, 
their responses unintentionally fell into two opposing camps without any prompting. Several did 
consider charts to be important to them while others did not. 
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4.7. Limitations of qualitative research 
Mary Carl Ramos (1989) identifies three types of problems that qualitative research can be 
affected by “the researcher/participant relationship, the researcher’s subjective interpretations of 
data, and the design itself” (Orb, Eisenhauer & Wynaden, 2001:94). Borman, et al. (1986:52) 
criticize qualitative research methods for “having no hard-and-fast rules of procedure; design and 
method for data collection are not specified in advance, and variables do not appear to be either 
measurable or defined in operational terms.” This critique is often a result of: qualitative research 
being carried out in participants’ natural environments, hence uncontrolled; participants 
participate on a voluntary basis and asked open-ended questions rather than set closed questions; 
participants are unpredictable and therefore methods used to approach them may have to change 
once the researcher is in the field. All interviewed participants participated voluntarily. 
As mentioned above, interviews are a primary source of information in qualitative research 
(Clarke, 2005:6). According to Hutchinson, Wilson and Wilson (1994) qualitative interviews 
provide several benefits: “self-acknowledgment, sense of purpose, self-awareness, 
empowerment, healing, and providing a voice for the disenfranchised” (Orb, Eisenhauer & 
Wynaden, 2001:94). However, Ted Wragg (Coleman & Briggs, 2002:143-144) notes that the 
interviewing process is peppered with drawbacks, even though interviewing is a more natural 
method of communicating and gathering information from people. Interviewers are cautioned 
from influencing the answers interviewees provide by asking biased or calculated questions, or 
gaining information through deception, or by putting words in the mouths of the interviewees 
(Fowler, 2002:6; McNeill & Chapman, 2005:13; Rubin & Rubin, 2005:71). In some instances 
during the interviewing process the questions asked needed to be rephrased for the interviewee to 
understand what was being asked. However, the rephrased question still needed to be as unbiased 
as possible. Caution was also needed to avoid putting answers into the interviewee’s mouth. 
However, from time to time interviewees struggled with the questions and needed to be given an 
example, and/or given various answer choices. 
4.7.1. Research experiences: the emic and etic perspectives 
One of the main goals of carrying out in-depth qualitative interviews is to gain an understanding 
of a particular social phenomenon from the perspective of those who deal with or lived their lives 
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during the phenomenon. In other words, in-depth interviews enable the interviewer to gain an 
emic perspective of the social phenomenon. Emic can be defined as the insider’s or “native’s 
point of view” (Babbie & Mouton, 2001:270-271; Morris, et al. 1999:781; Malinowski, 1922, 
cited in Morris, et al. 1999:781; Breidenbach & Zukrigl, in Gebesmair & Smudits, 2001:106). 
This is important as is shown below: researchers enter the field with preconceptions of what they 
think they would find in terms of what type of participants would be found and interviewed, how 
those interactions will be carried out, and what types of data would be collected. This would be 
the definition of an ‘etic’ perspective, or the outsider’s (Morris et al., 1999:781). 
Before entering the research field there were a few preconceptions that were held. Firstly, as no-
one was known personally to the researcher within the music industry it was assumed that 
gaining access to enough participants would be quite difficult. Following on from this was the 
concern that as a young research student studying outside the country, the researcher would not 
be taken seriously by the contacted participants, especially those who were older, and that they 
would, therefore, not be willing to participate. However, having made contact with two 
individuals who were able to recommend others in Zambia to contact, the snowball effect 
became very useful in generating contacts. The majority of those contacted were willing to 
participate with only a few either not responding at all or just not taking the request seriously. 
There were three participants who were contacted who were eager to participate but were either 
touring and performing around the country, or were outside of Zambia. What was interesting was 
that even though the researcher was unfamiliar with Lusaka, the majority of those who did not 
keep the conventional office hours in an office requested the researcher to initiate all the calls 
and meet them at a place of their choosing. Several requested to be interviewed in their studios or 
offices while a few were met in more central locations in town, such as in cafés. 
Another assumption was that more participants would be found in the capital city of Lusaka. 
This proved to be correct as a wide range of stakeholders could be met, all within Lusaka, 
providing various perspectives of the industry as hoped.  
A third assumption was that some of the participants would want to converse in Chinyanja 
(Nyanja), the main language of the area in which Lusaka is located. Although from Zambia, the 
researcher came from a different region and spoke an unrelated language to Nyanja. However, a 
middle ground was reached as all participants happily conversed quite comfortably in English. In 
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some interviews questions needed to be paraphrased, requiring the researcher to be flexible and 
to quickly adapt to each individual interviewee as each understood the questions to have varying 
meanings from the next interviewee. This also allowed different perspectives to be obtained 
about one particular issue.  
A fourth preconception was that finding documents relating to the Zambian music industry 
would be difficult. This, in fact, was the reality as very little was written, documented and stored 
about the earlier days of the industry, particularly documents that could be accessed. Also no 
centralized list could be found of all those involved in the music industry in the various sectors. 
Very few of those interviewed knew who to contact with regards to ZAMCOPS, legal 
representation or where to find out about production and/or distribution. The list of contacts 
received from the National Arts Council was incomplete as it was only made up of musicians 
who had been nominated for music awards at the annual Ngoma Music Awards Ceremony or the 
Zambian Music Awards Ceremony. Documents relevant to the production, marketing and 
distribution of music could not be found from the few studios visited, the National Arts Council, 
ZAMCOPS, ZAM or the Ministry of Information. The Chairman of the Board of ZAMCOPS 
briefly showed a report produced by ZAMCOPS on an annual basis that had sales and monetary 
figures with regards to how much ZAMCOPS had obtained from hologram sales and member 
registrations, what they would give as royalties, and increases or decreases of various aspects 
within the industry. He did state though, that the publication was not for public distribution and 
was only produced for the Board members and stakeholders of ZAMCOPS.  
With regards to the third goal of interviewing music reporters, none were able to be 
communicated with. Zambia does not appear to have reporters dedicated solely to writing about 
the music industry. Journalists seem to write articles on musicians only when something that is 
considered newsworthy occurred but newspaper articles that were linked to varying aspects of 
the music industry were able to be accessed online. Only one journalist who called himself a 
music journalist was communicated with much later on and some of his articles were used to 
gather information.  
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4.8. Ethical considerations 
While conducting interviews, a researcher must be aware of the potential for both harmful and 
beneficial effects of interviewing (Orb, Eisenhauer & Wynaden, 2001:94; Busher, 2002:83; 
Fowler, 2002:147; McNeill & Chapman, 2005:12-14). For example, questions may trigger 
painful memories, upsetting the participant. Cohen, et al. (2000:50) argue that avoiding harming 
participants “is a matter of protecting the rights of the participants: maintaining, privacy, 
anonymity, confidentiality, and avoiding harm, betrayal, and deception.” In an attempt to achieve 
these ideals, participants, when first contacted, were given an introduction from the researcher; 
the choice of reading the research proposal; an explanation and purpose of the research; the 
choice of whether to participate or not; and where the interview could be held (Cohen, et al., 
2000:51; Fowler, 2002:150-152). As Rubin and Rubin (2005:71) have noted, some interviewees 
could ask for a copy of their transcribed interviews after their participation. During this research 
one interviewee, a studio producer, asked for his transcribed interview to post it on his online 
page as a means of advertising himself more by showing that he was part of a research 
programme. A member of ZAMCOPS also asked for his transcript to be sent to him for their 
query records. 
4.9. Conclusion 
The lack of documentation made it very difficult to find out any information about what has or is 
currently happening particularly in terms of how many registered musicians there are; how many 
registered studios there are; where the largest production of music onto physical mediums such 
as CDs and DVDs occurred; as well as how economically productive the music industry is now 
compared to previous years. There is also very little information about the economic impact of 
the music industry on the overall economy of the country. As already mentioned, the contacts 
willing to be interviewed for this research were all found through previous contacts using a 
snowballing technique. Although this was very helpful in being able to interview a larger number 
of interviewees, it provided contacts that were quite similar to the previous contacts within the 
same sub-group, mainly contacts within the hip hop genre. The research had hoped to have 
representatives from as many contemporary music genres as possible. The interviews were, 
nevertheless, still insightful and different aspects were raised as all the interviewees had been in 
the industry for different lengths of time, and so would have had different experiences.  
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CHAPTER FIVE: INSTITUTIONS WITHIN THE MUSIC INDUSTRY 
5.1. Introduction  
With the method to be used clearly outlined in the previous chapter, the information gathered 
was used to understand the institutions surrounding the music industry in Zambia as well as the 
role of stakeholders. As discussed in Chapter 2, habitus and fields play a crucial role in the 
development of the music industry at large as well as the creation and development of individual 
careers. The speed and success of a musician’s career is dependent on the habitus surrounding 
him/her that can enable or restrict success. Music industries do not operate in a vacuum but are 
rather a combination of interlinking smaller companies and governmental structures that enable 
the flow of musical products and finances within the industry, comprising recording studios, 
registered music stores, musician unions, copyright associations, and cultural divisions in the 
government. All these can be considered as sub-fields within the industry structure. Each sub-
field has its own habitus and struggles. Copyright societies and cultural associations protect the 
intellectual property rights of artists, musicians, composers and publishers. Governments set up 
policies and enforce regulations to protect the industry as it has great potential to contribute 
towards a country’s economic growth.  
This chapter particularly focuses on the roles of and links between the Zambian Association of 
Musicians Union, the National Arts Council of Zambia and the Zambian Music Copyright 
Protection Society. The Copyright Society is responsible for dealing with the collection and 
paying out of royalties; however in developing countries the payment of royalties is still 
irregular. Local businesses that may not be directly related to the music industry can also 
contribute to the development of the music industry as many artists and musicians begin their 
careers with very little personal funding, marketing or performance knowledge. This is another 
area of the Zambian economy that can be utilized by those in the music sector. 
Institutions are not the only forces that can have an impact on the development of the music 
industry. The general public as the consumers play a big role in the popularity of musicians and 
also act as informal advertising agents for the musicians’ music. However, if music is promoted 
as cultural capital from a young age more training and preparation can be acquired by musicians, 
preparing them for entry into the music industry. Training and support for musicians can also be 
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provided by larger national institutions, providing legislation and guidelines to protect 
intellectual works. In Zambia such institutions are The Zambia Association of Musicians and the 
Zambia Music Copyright Protection Society. 
5.2. The Zambia Association of Musicians (ZAM) and Zambia Music Copyright Protection 
Society (ZAMCOPS) 
The functions of ZAM and ZAMCOPS are to monitor the different aspects of the industry and 
regulate revenues and the distribution of royalties. ZAM represents the musicians, composers, 
producers and publishers needs to the government. ZAMCOPS, the larger and longer running of 
the two, provides protection for music and intellectual property rights. It also provides 
institutional support in the fight against piracy, a problem that takes millions of Kwacha from the 
Association and musicians in terms of royalties. 
5.2.1. Zambia Association of Musicians (ZAM) 
The purpose of unions is to maximise the objectives of the particular union such as protect its 
members’ interests and represent these interests to stakeholders such as the government (Oswald, 
1982:577; Klerk, 2008:81). Michael Salamon (1998:85) defines unions as “any organisation, 
whose membership consists of employees, which seeks to organise and represent their interests 
both in the workplace and society and, in particular, seek to regulate their employment 
relationship through the direct process of collective bargaining with management.” Musicians’ 
unions in developed countries were set up to work at keeping the labour supply and demand 
balanced, monitor and stabilize wages for skilled musicians, and to ensure good working 
conditions for musicians were maintained (Kraft, in Bennett, et al., 2006:241-44; Hesmondhalgh 
& Baker, 2011:120). 
In marginalised countries such as Zambia the musicians’ union is made up of a wide range of 
musicians, both amateur and professional, as well as writers, producers and managers. These 
sub-groups are not currently focussed on as individual categories due to a lack of qualified 
personnel and enough registered members with ZAMCOPS to justify strict group divisions. This 
can result in problems not being correctly dealt with as the various problems experienced are all 
dealt with as one when presented to the government. The current focus of the union is not on 
issues such as wages but rather on dealing with piracy and its effect on all areas of the industry. 
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With the different professional levels, calculating wages would prove to be quite difficult. Piracy 
has been identified as the most detrimental aspect of the industry and very little can be done 
about anything else as any changes are short lived - a case of dealing with the symptoms rather 
than the root problem.  
ZAM was developed from the Zambia Union of Musicians (ZUM) that had been registered as a 
union in 1979, the oldest arts association in Zambia. ZAM in 2011 had approximately 900 
musicians officially registered (UN, 2011:23). When ZAM was started there were many issues 
carried over from ZUM that needed to be sorted out, particularly in terms of administration. 
According to St. Michael (Author’s interview, 2013), the then President of ZAM: 
“basically ZAM is supposed to be there to prod everybody that is in the industry to create 
an enabling environment where musicians are going to be sustained; musicians are going 
to get the jobs. But with the misunderstandings, or the lack of understanding of the 
industry, even people that should be supporting ZAM have been fighting ZAM. We’ve 
had people in the highest offices in government trying to fight the Association thinking it 
could be a political party, you know. So that’s the kind of pettiness that first of all has to 
be gotten rid of. So ZAM is there as an advocacy body, but also where there is no union 
of musicians it also acts as a union because we’ve had a lot of our members coming with 
various legal challenges.” 
Although all the interviewees had at least heard of ZAM, not all the musicians and managers 
were registered members of ZAM. The perception of how beneficial ZAM is to its members is 
rather divided. A few interviewees were simply not interested in finding out about how ZAM 
worked and how they could benefit as members even though they had heard of the Association. 
It was also acknowledged that there are still many musicians and other stakeholders who are not 
part of ZAM and refuse to join because they do not believe that the Association is effective. 
According to St. Michael (Author’s interview, 2013) many complain but are not prepared to join 
the Association to air their views in the correct forums and participate in creating solutions. 
A few musicians felt that ZAM only supported particular genres of music that were not too 
‘different’ or were too niche, and so did not consider membership as being beneficial. For 
example, Chawa Chiteta explained:  
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“…what I always discovered with such an organization is that they tend to cater to a 
certain type of music. So if you sort of stick out like a sore thumb, um, you might find it 
hard for them to like push your music” (Author’s interview with Chawa Chiteta, 2013).  
He also felt that to benefit from such organizations an individual needed to know particular 
members who were higher up in the organization so that they could push for support from 
within. 
The producers spoken to also did not seem to see any benefits of being members of ZAM as 
benefits may only be seen and felt for those higher up in the Association and not by those at the 
bottom as they did not see any impact of ZAM’s actions. From a producer’s perspective, Shom 
C. (Author’s interview, 2013) stated: 
“At the moment I don’t see its impact, so I wouldn’t say it’s beneficial for me. It’s not out 
there; I don’t really see its impact on the industry. Maybe for its members higher up the 
ladder, maybe. I think it only benefits a few people. It’s only really now that I’m starting 
to hear about its activities but at the moment, I don’t really see much.” 
For Mic-Burner (Author’s interview, 2013) the “bodies currently involved in music are very 
small. You asked about ZAM and ZAMCOPS. People just take them for granted.” 
However, positives were identified by others interviewed. St. Michael noted that ZAM has come 
a long way from when it was originally formed in terms of the number of active members and 
what the Association has been able to accomplish so far. As mentioned by St. Michael (Author’s 
interview, 2013) a crucial benefit was the creation of the National Arts Council of Zambia 
(NAC): 
“The coming in of the Ministry [NAC] was one of our basic issues with the Strategic 
Plan, and fortunately for us the Ministry was approved even before our plan was 
launched. So you can see how our advocacy sort of has been directing the industry. We 
have the Ministry today purely because of ZAM’s advocacy. And now you know the 
National Arts Council is being upgraded to Commission. So you can see that now, even 
at government level people are beginning to recognize the industry, and it’s purely 
because of the visibility of the Association.” 
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Another demonstration of positive progress has been the workshops that have been held in 
Zambia for the benefit of several music industry stakeholder groups. A recent example of a 
workshop was when ZAM organized one in collaboration with the Swedish Embassy on the 19
th
 
to 21
st
 November 2013 in Lusaka. According to St. Michael (Author’s interview, 2013), the 
workshop was called Sweden at Zambia and was “a purely economic workshop” about informing 
musicians of how “… to use technology with the selling of your music, the distribution, the 
advertising.” 
In other words it was about how musicians could market themselves and make themselves 
visible to the public as well as gaining access to the resources within the particular field they 
were in. St. Michael (Author’s interview, 2013) and Ms. Kapwepwe (Author’s interview, 2013), 
the Chairperson of the National Arts Council, considered the workshop to have been a success 
and musicians were equipped with international-standard information on how they could 
strengthen their careers. However, the difficulty with trying to organise relevant workshops is 
locating qualified people from within Zambia with the expertise to present at these workshops. 
The majority of presenters have had to come from outside Zambia, from countries such as 
Sweden, Finland and America. These presenters provided the Zambian musicians in attendance 
with an opportunity to learn how other musicians are utilizing digital platforms, how they 
marketed themselves and how their careers developed.  
Chilu Lemba (Author’s interview, 2014) noted that although these workshops were greatly 
beneficial, there are not enough qualified Zambians in specific positions in the industry. For 
example, there is a lack of active music lawyers and Artists and Repertoire (A&R) managers 
currently within the industry. Lemba (Author’s interview, 2014) commented that: “you’ve got all 
these forces but then you don’t have a really well structured system that supports people. You 
don’t have music lawyers or A&R artists who are all there to try and bring some sanity to the 
industry.” 
According to Ms. Kapwepwe (Author’s interview, 2013): 
“I think external people bring in a whole new dimension. The Swedish-Zambia thing was 
amazing for a lot of artists because people out there have moved on to just moving on to 
the digital platform in very creative ways. And they were taken through how actual artists 
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are using these platforms. And they made it look like ‘Okay, I can do that because this 
person looks just like me.’ … So it’s always interesting to get other people who are doing 
things differently from outside to come and partner with us. Something like that will 
happen again like that next year. We’ve had several others, from Finnish, America and so 
on. But we always insist that if they bring people in they must interact with those in the 
particular art sector they are here to speak to.” 
Recently two entertainment lawyers were invited to present at a workshop by the National Arts 
Council for performers in January 2015. These workshops aimed to inform members within the 
performing art categories about the importance of contracts and their contents, what 
entertainment law is about and what the copyright issues are and how they can deal with them 
(Author’s interview Ms. Kapwepwe, 2013). Successful managers, such the manager of Zone 
Fam, were also to be invited to present in the workshop. These managers were to look at aspects 
such the importance of having a manager and how they could assist in the development of a 
musician’s career. 
There are some musicians and stakeholders who have over the years acquired knowledge and 
skills that they can pass onto others in the industry. One example is Brian Shakarongo, an 
experienced musician who was a member of one of the earliest and most popular Zambian bands, 
the Mosi-oa-Tunya Band or ‘The smoke which thunders’. The band was one of the earliest that 
played Zam-Rock, a mixture of Western rock and traditional Zambian music. He mentioned that 
he now only does exclusive performances and spends most of his time giving workshops. He has 
been invited on several occasions to countries such as England and Scotland to give skills 
development workshops in schools and for bands. He also helps to organise the music video 
programme Born and Bred
2
 and finds sponsors for such programmes. Shakarongo became a 
promoter with a Promoters License registered with the government. Such experienced members 
of the general entertainment industry should be encouraged to share their knowledge by inviting 
them to events such as workshops so that Zambians can also learn from fellow successful 
Zambians. St. Michael is another musician who has been in the industry since the early days and 
                                                          
2
 Born and Bred is a music television programme which invites local Zambians to show off their natural vocal talent 
and compete for a recording contract. 
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as a reggae musician the challenges he has had to experience would be of great value for 
musicians trying to survive in Zambia by doing non-conventional genres. 
ZAM also is also supposed to represent its members when musicians challenge large 
corporations for using their music in the company’s radio and television advertisements and 
campaigns without first getting consent from the musician or paying for using the song (Author’s 
interview with St. Michael, 2013). For example, companies that utilise popular songs on a 
regular basis are telecommunication companies. Singles can be downloaded from networks and 
used as ringtones on consumers’ phones. Although this further popularises particular songs, 
those who download the tracks onto their phones have to pay for the download. Users of the 
network have to purchase airtime that is then used to pay for the downloading of the ringtone. 
However, often the company may not have actually paid the musician or obtained consent for the 
use of the single. As a result the company makes money from essentially an illegally acquired 
single.  
Musicians can challenge such exploitation of their music with the support and guidance of ZAM. 
ZAM is not the only association that is working on challenging such abuses of intellectual 
property. The National Arts Council of Zambia represents all the performing arts categories in 
Zambia and attempts to provide such protection and guidance of the other performing arts. 
5.2.2. The National Arts Council (NAC) 
The National Arts Council of Zambia (NAC) comprises nine arts associations that represent 
media and fine arts, literary and performing arts: “the National Theatre Arts Association of 
Zambia (NATAAZ); the National Media Arts Association (NAMA); the Zambia Folk Dance and 
Music Society (ZAFODAMUS); the Zambia Women Writers’ Association (ZAWWA); the 
Zambia Popular Theatre Alliance (ZAPOTA); the Zambia Association of Musicians (ZAM); the 
Zambia Adjudicators’ Panel (ZAP); the Zambia National Visual Arts Council (VAC); and the 
Association of Theatre for Children and Young People in Zambia (ASSITEJ)” (UN, 2011:16). 
The NAC became operational in 1996 in accordance with Act No. 31 of 1994 of the Laws of 
Zambia. Its purpose is to advise the government on the most effective policies to promote artistic 
works and to raise the standards of all the sub-sectors of the Arts Councils. The NAC also has 
several basic functions such as: assisting with the creation of organizations or associations; 
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issuing arts permits to enable artistic activities both within and outside Zambia; provide 
appropriate training both within and outside Zambia; and moderate and provide national honours 
awards for the various art divisions (UN, 2011:17). Although ZAM has been very active there 
are still certain tasks that fall outside the ambit of the Association, particularly in relation to the 
collection and distribution of royalties. This is one of the key purposes of the Zambia Music 
Copyright Protection Society. 
5.3. Zambia Music Copyright Protection Society (ZAMCOPS) 
The head office of ZAMCOPS is located in Lusaka and it is a registered Society and Collecting 
Society under the Ministry of Information and Broadcasting. Ms. Chilombo, the Distribution and 
Documentation Officer at ZAMCOPS, spoke of how ZAMCOPS was established for authors, 
composers and publishers of music with the goal of managing the performing rights of 
composers and publishers of music (Author’s interview with Ms. Chilombo, 2013). 
St. Michael (Author’s interview, 2013) noted that ZAMCOPS has recently begun to collect 
royalties from “all community radio stations and other public music users in Zambia” to increase 
the income earned by the musicians who own the intellectual property rights of the music being 
played. Previously very little was done to protect such intellectual property and musicians lost 
out on a lot of money. For example, Shom C. (Author’s interview, 2013) mentioned that 
ZAMCOPS membership is mandatory for producers to have their music distributed. Although 
the enforcing of strategies and policies to do with copyright laws has been very weak, all this has 
slowly been changing.  
It has also been noted that for the past few years ZAMCOPS has been more proactive in its 
efforts to educate and sensitize the Zambian public about the importance of buying music from 
legitimate sources and how piracy is detrimental to musicians’ careers and the nation’s economy. 
5.3.1. Challenges faced by ZAMCOPS 
Three major problem areas were identified by the members of the administration staff spoken to 
at ZAMCOPS head office. There is a desperate need for personnel to handle the membership 
registration, correspondence, collection and distribution of royalties. Delays often happen 
because there are not enough people to manage all the administration work required. 
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Another problem experienced is that there is a lack of funding. ZAMCOPS, although under 
government, does not receive much funding from the State to operate. Membership registration 
fees that are annual subscriptions (Appendix 3) contribute towards the operational running of 
ZAMCOPS.  
A third challenge is that there is a lack of understanding of copyright issues by would-be 
members and clients. This results in members either not providing the necessary information 
needed to ensure the payment of royalties or music is not passed through the correct channels to 
ensure that whatever royalties can be collected are collected. 
5.3.2. Royalty collection 
Phil Hardy, the founding editor of Music and Copyright in London, England, provides simple 
definitions of the two forms of royalty that can be collected: “Mechanical royalties are due on the 
sales of a soundcarrier containing the work, and performance royalties are due on the public 
performance of a work, either in live performance or via broadcasting” (Hardy, in DERGIT, 
2001:11). Mechanical royalties are distributed by record companies and are relatively cheap and 
easy to monitor and collect, while performance royalties are traditionally more costly to collect 
as “performances have to be monitored and tariffs have to be negotiated with broadcasters” 
(Hardy, in DERGIT, 2001:11; Cusic, 1996:46). To keep costs down those who ought to handle 
performance royalties simply do not pay, an unfortunate occurrence in developing countries. 
ZAMCOPS begun collecting mechanical royalties in 1996 and begun distributing royalties to 
deserving owners in 1998 (UN, 2011:29; infozambia.com, 2014). Royalties are paid to registered 
members of ZAMCOPS once a year for the public playing of their music by radio stations, 
jukeboxes, hotels, restaurants, bars, and such venues (Ms. Chilombo, 2013).  
Until recently very few stakeholders seemed to understand the procedure of collecting royalties 
from ZAMCOPS. Many kept recording music and having it distributed without knowing how 
much they could actually be earning from the proper licencing and sale of their music. However, 
even though more Zambian musicians are gradually developing their cultural capital, and gaining 
more knowledge about rights to royalties, the difficulties still lie in their collection. A large 
amount of royalties are generated but only a small number of musicians seem to actually receive 
anything or the complete total of what they are due. Collection societies in developing countries 
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often struggle to keep up with the advancing technologies that enable the process of royalty 
collection to occur (Wallis & Malm, 1984:211-212). Chilu Lemba (Author’s interview, 2014) 
noted that when he started out with his group, they were not made aware of the need to register 
any songs aired with ZAMCOPS in order to receive royalties. However, even when his next song 
was registered correctly, he still “did not see a penny from them for that.”  
In an attempt to lower the frequency of such unfortunate events and to assist with streamlining 
the process of distributing royalties, two more ZAMCOPS offices were set up in the towns of 
Kitwe and Livingstone, with the head office remaining in Lusaka. Three more collection zones 
were also created, Northern, Midlands and Southern which are to cover the whole country (Zulu, 
2012). These collection zones would be managed by the Kitwe and Livingstone ZAMCOPS 
offices respectively with Midlands being managed by the Lusaka ZAMCOPS office. With these 
improving measures royalties for the past few years have been gradually on the increase: 
2011 – K271, 0063 
2012 – K321, 349 
2013 – K378, 058. 
5.4. Role of government in the music industry 
It has been estimated that 70% of people living in Zambia have restricted economic capital, 
causing it to be ranked as one of poorest countries in the world. The Zambian government set up 
a plan to combat poverty, the Poverty Reduction Strategy Paper (PRSP) covering the years 2002-
2004 (SIDA, 2004:4). The PRSP was to provide a “multi-dimensional perspective on poverty” in 
the areas of “agriculture, tourism, transport, and energy as key sectors for economic growth, and 
education, health and HIV/AIDS as key areas for increased social investment” (SIDA, 2004:4). 
The entertainment, cultural or creative industries in Zambia have been moved from one 
government Ministry to another (UN, 2011:5), resulting in very little focus on the entertainment 
sector as an entity of its own for both short and long term policies (UN, 2011:15). Without the 
correct attention, the entertainment sector and those who provide cultural goods do not have 
                                                          
3
 The Zambian Kwacha (K) currency became rebased in 2013  
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necessary measures in place to ensure their development and growth. Such measures could be 
effective “legislation and regulation, institutional support, [and] access to credit and funding” 
(UN, 2011:8). Currently the Zambian Department of Cultural Affairs (DCA) is under the 
Community Development and Social Services (UN, 2011:14). 
Government can play an important role in music industries in a variety of ways. The government 
provides legislation, arts and culture councils, subsidies for the import of production equipment 
and instruments, encourages cultural tourism and support by encouraging performance contracts 
at State functions. Policies can also enable the creation of trade unions for composers, publishers, 
producers, musicians and other stakeholders in the music industry such as musical educators 
(Wallis & Malm, 1984:58, 293). In January 2011 the Zambian government approved the Sixth 
National Development Plan 2011-2015, with the theme ‘Sustained Economic Growth and 
Poverty Reduction’ (UN, 2011:10). Zambia was to be considered a major tourist destination with 
the arts and culture being the higher ranking sectors pinpointed for development to contribute to 
the Zambian economy. 
Ms. Kapwepwe (Author’s interview, 2013) spoke about how “… musicians, should be 
streamlined into government programmes.” The manifesto of the current Patriotic Front (PF) 
government supports this goal and has been trying to implement changes and developments 
(Appendix 4). This means that whenever there is a government event performing musicians 
should be part of the programme.  
It was also suggested during author’s interviews with St. Michael (2013), Sister D. (2013) and 
Ms. Kapwepwe (2013) that the government could utilize musicians for different social 
campaigns, encouraging musicians to be socially aware and to give back to their communities 
while they also earn some money. The DCA has also been instrumental in promoting and 
organizing public and governmental functions that require entertainment (UN, 2011:15). 
Sometimes a musician records a song with a particular message that works with the mandate or 
campaign slogan of a large organization, and so the musician would partner up with that 
organization. Leonard Koloko noted how Dr. Kenneth Kaunda would interact a great deal with 
musicians, often having them perform frequently at State House functions during the 1960s. Two 
such groups were the Lusaka Radio Band and the Broadway Quintet which were used by the 
United National Independence Party (UNIP) between 1962 and 1964, especially during the run-
 52 
 
up to the country’s independence (Graham, 1992:208). Kaunda also commissioned bands to be 
‘praise singers’ for him and his UNIP party (Koloko, 2012:27). Government commissions such 
as the Anticorruption Commission and the Electro Commission have also used musicians to help 
to get their message out to the public (Author’s interview with Ms. Kapwepwe, 2013). Dr. 
Kaunda also co-composed and sang the song ‘We Shall Fight and Conquer AIDS’ with popular 
musician Rikki Ililonga as an anti-HIV/AIDS activist after his presidency ended (Graham, 
1992:208; Koloko, 2012:27). Government commissions such as the Anticorruption Commission 
and the Electro Commission have also used musicians to help to get their message out to the 
public (Author’s interview with Ms. Kapwepwe, 2013). 
However, Fraser G. McNeill identifies a very common problem experienced by musicians 
performing at large government events. In order to receive tenders regularly, musicians often 
“sacrifice their artistic freedom and integrity” to remain appealing to government officials 
(2012:1). Many musicians operate in the informal music industry, meaning that they have not 
signed a deal with a particular record label and so must rely on finding a sponsor to kick-start 
their musical career. Such sponsors are either family members or local businesses who can lend 
computers, recording and practicing venues, and money to purchase CDs to burn their music on 
(McNeill, 2012:9). Now holograms must also be purchased from ZAMCOPS which requires 
more funding. These holograms are indexed stickers that have to be bought from ZAMCOPS 
offices by musicians to be put onto any produced cassettes, CDs and DVDs. These stamps are to 
assist in the battle against piracy, by making it clearer to all which products are legally produced 
and distributed and those that are pirated imitations. 
Several interviewees acknowledged that the government did a good thing in officially 
introducing music hologram stickers on all music intended for distribution. Holograms have now 
been noted as being a set part of the production process of music in developed countries. All 
music to be sold in music stores has to have a hologram sticker on it before the music gets 
distributed nationally and internationally. The holograms are to get better control of the 
distribution of legal music and an attempt to combat pirated music. They are provided and 
purchased from the Ministry of Information in Lusaka. Every hologram sticker has to be paid 
for, thus providing ZAMCOPS with more revenue which would ideally be passed onto the 
respective musicians as royalties. The practice also contributes towards the national economy. 
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The holograms on music CDs have been the strongest implementation of policy against piracy, a 
problem that has plagued and hindered the music industry from the start. With this newly 
implemented system more regular and accurate statistics can be collected.  
The government is now able to provide more accurate figures and is beginning to understand 
what sort of contribution the music industry can make to the economy. In September 2013 
approximately K263, 000 ($41,417) in tax was collected by the government in less than a month 
(Author’s interview with Ms. Kapwepwe, 2013), illustrating the income that could be generated. 
Income is also still being created with the purchase of holograms for cassettes. Although cassette 
tapes are not listened to as much as CDs about 16, 000 tapes per month are being supplied with 
holograms (Author’s interview with Ms. Kapwepwe, 2013).Tracking sales and distribution is 
now becoming easier to follow with the centralization of the sale of the holograms.  
Some musicians suggested that the government could help in developing more permanent and 
up-to-date studios by implementing deliberate policies that enable studio equipment to be 
imported more cheaply. As Brian Shakarongo (Author’s interview, 2013) commented:  
“They can also give artists and musicians some kind of rebate on the cost of importing 
musical instruments into Zambia. But that has to be done systematically, because in the 
past when such things have happened, it’s only those business men with the money who 
could import the instruments without paying taxes because the government had given 
them a rebate. So as a result the musicians, the actual person you are trying to help, does 
not benefit. Again it is a financial thing because they are not making enough money 
because of these other areas that are not functioning properly, so they are not able to buy 
their own personal instruments again. Things like replace personal guitars, keyboards and 
so on. So there should be a deliberate financial arrangement as it where there was some 
kind of loan or something maybe through banks and other financial institutions. So 
government could get into those kinds of things and monitor things and encourage these 
financial institutions to lend to the musicians.” 
This tax reduction appears to be coming into effect as Shom C. (Author’s interview, 2013) 
mentioned that the studio he worked in (Whizz House studios) had paid less tax with a recent 
order of equipment compared to previous orders they had made. With the reduced tax musicians 
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would also be able to afford their own personal instruments and develop their skills as very few 
of those interviewed had their own instruments or access to instruments to practice. Maskus 
(DERGIT, 2001:15), in speaking about the creation of a regional African music market, also 
points out that barriers such as reducing tax on instruments are needed for such a regional music 
market to come into effect. In fact region-wide action rather than just nation-wide action is 
needed for a “commercially viable African music industry” to be created (DERGIT, 2001:15-
16).  
In terms of administration, an official list of registered music managers could not be found in any 
of the official institutions visited. Such a list would be beneficial for new musicians looking for 
registered managers. Musicians starting out often pair up with inexperienced people who agree to 
take on the managerial role, and generally these relationships do not last long and musicians get 
exploited. The list would also benefit other stakeholders and potential investors in getting into 
contact with specific people. Such a list is gradually being worked on by NAC (Author’s 
interview with Ms. Kapwepwe, 2013). 
5.5. Corporate support 
The music industry is an area that organizations and companies can support in a number of ways, 
even though they may not necessarily be directly connected to the industry. Businesses can 
provide financial support and backing to musicians, studios, radio and television music shows, 
and also in organising performance events. This is an illustration of social capital and how it can 
be of benefit to all stakeholders. In Zambia such support is still very much untapped by 
musicians. One example of a company that does support music is Bharti Airtel Limited or Airtel 
as it is most commonly known. 
Airtel is a telecommunication service company currently operating in seventeen different African 
countries including Zambia. The initiative of the Airtel ONE8 collaborative music project had 
the purpose of using music to connect “the [African] continent emotionally, bringing 
communities and cultures together” (Airtel, 2012). Airtel enabled its users to be able to 
download the ringtone onto their phones, generating further revenue as airtime was deducted 
from the users’ accounts to pay for the downloads. Airtel donated a percentage of the revenue 
earned from merchandising and record sales to the Airtel Education Fund in support of the 
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schools they fund in several local communities (Airtel, 2012). This project could also be seen as 
being a very innovative advert for Airtel (Mulenga, 2011; Debrah, 2011; ROSCKSTAR4000, 
2012) as the company benefited on a global level from the international exposure the single 
generated. 
5.5.1. Generation of income for businesses linked to the music industry 
Such corporate investment has the potential to not only benefit musicians, but also subsidiary 
businesses that surround the musician’s activities. Ambert (2003:ix) notes how the cultural and 
music industry, if developed and maintained, can provide employment and support for other 
industries. The majority of such businesses are often informal, family-run and relatively small. 
When a musician is putting on a major performance, a lot of calls have to be made between the 
various parties, requiring a lot of airtime. Tickets and posters must be designed and printed, 
providing business for design companies or small printing businesses. As the audience gathers 
outside before and after the performances, vendors who sell water, snacks, drinks and small 
meals are able to get some business and sell their wares. More taxies and buses would be used to 
ferry people going to and from the performance over a longer period, earning the drivers more 
money.  
5.6. Experiences from other countries 
The care and consideration given to musicians in Zambia has been noted to be distinctly different 
from that to what they receive in other countries. Several musicians commented on the fact that 
when they got off the plane in other countries, they were given celebrity treatment, something 
they rarely experienced in their home country. A crucial difference noted was in relation to 
performance venues. 
There is a lack of adequate venues for musicians to perform as efficiently as they could. Many 
have to perform in bars, pubs and clubs, places where it would be inappropriate for children to be 
taken. From Sister D.’s (Author’s interview, 2013) personal experience:  
“The way they will look at an artist; the value they’ll give to an artist; where you are 
going to sit as an artist, because sometimes in our country you don’t even have anywhere 
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to change. I will not take my children to a bar to go and watch music because what they’ll 
be seeing there is not good for them.” 
St. Michael (Author’s interview, 2013) added to this view, stating that: “You look at bars, pubs 
and that is where our artists are calling performance venues, yet they are bars. I cannot go with 
my daughter to Break Point to watch Slap D., [another Zambian artist]. It’s not a music venue.” 
There are also no standard performance venues or a set of performing venues that can be 
maintained and used for large musical performances. This is something many interviewed 
musicians and managers suggested as a way the government could step in and assist, by 
providing permanent infrastructure where regular performances would happen. For Sister D. 
(Author’s interview, 2013) “…infrastructure I think is key because that will bring other 
developments because people will know that every weekend we are going to go to such a place 
because there is always a different artist performing, you know all that.” 
Very few performing venues in Zambia have been noted to have adequate space or changing 
rooms separate from public areas where performing musicians can change and get ready before a 
show. Sister D. (Author’s interview, 2013) mentioned how she has been informed several times 
that: 
“…we don’t have a dressing room for you so just go and change in the Ladies. And all 
these women are coming in there waiting to go and see this star who is going to perform. 
In other countries we’ve been told that this is not what is to be done to an artist. You have 
all these nice rooms; the best chair you can have so that you are comfortable so that you 
relax. You know, because like me I always get nervous when going to perform, you need 
the time to meditate and just pick up. So really I think it’s a good lesson when you go and 
perform outside the country.”  
When asked about one thing that has been learned from having performed in several other 
countries, professionalism was an aspect that kept coming up. For Brian Shakarongo (Author’s 
interview, 2013) professionalism was something he had noted too: 
“Oh yes, a lot actually, especially with the professionalism. It helps you to understand the 
industry much better, and you understand these other players in the industry much better, 
who are all the stakeholders and so forth. Even the level of performing and playing, it 
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really helps a lot because you meet a lot of other players and you listen to a lot of other 
music, and you see how they organize and how they perform. It helps you raise your 
standards.” 
For those musicians who have been able to, performing outside of the country provides a better 
understanding of how other players in the industry operate and also gives an insight into how 
musicians should be treated. Sister D. had noticed that the way she was treated in other countries 
differed to how she was treated in Zambia. For example, in the way “they will look at a 
musician, the value they’ll give to a musician, and where you are going to sit as a musician, 
because sometimes in our country you don’t even have anywhere to change” (Author’s interview 
with Sister D., 2013).  
The level of performance and the playing of instruments were also noticed to be of a high 
standard that was expected to be maintained by all performers invited to perform. This level of 
musicianship is currently not as high or simply lacking for most of those interviewed because 
many relied on computerised instrumentation and backing tracks that could be sung over during 
performances. Outside of private schools where instruments can be taught or private lessons 
given, spending money on purchasing instruments and paying for a substantial number of music 
lessons was not a priority for the younger interviewees, even if music teachers were found. This 
sort of habitus could possibly limit how well Zambian musicians can perform with other 
musicians from other countries, particularly if they wanted to break into centralized markets.  
According to Immaculate (Author’s interview, 2013) there was also no real feeling of unity 
amongst Zambian musicians like that witnessed in surrounding countries. It is almost as though 
there are musical cliques and musicians only look out for themselves and their immediate 
friends. This lack of support means that knowledge about the industry is not being shared with 
those entering the industry by those who are more established.  
5.7. Societal perspectives of music 
Piracy is also deeply imbedded within the social norms in Zambia. Being a ‘commercial’ or 
‘contemporary’ musician is still not considered a ‘proper’ career or on the same level as white 
collar jobs such as being an accountant, a doctor, a teacher or a lawyer (Author’s interview with 
Moses Sakala, 2014). Those who are committed to making music their career and have no other 
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source of income are considered to have very few options available to them. According to Shom 
C. (Author’s interview, 2013): 
“Here [Whiz House Studios] musicians are labelled as people who have no alternative, 
with nothing else to do except music, which is not the way it’s supposed to be. Music is a 
talent, people invest money; people go to school to study music and sound engineering 
and all sorts of things. Here music is not labelled as a job. White collar jobs are seen as 
the norm.” 
St. Michael’s (Author’s interview, 2013) perspective was: 
“I think everything is intertwined, but for Zambia’s case, first of all we still haven’t 
gotten to the fact that music can be a career, music is an economy, and music is part of 
the nation’s machinery. We’ve sort of still relegated music to singing for dead presidents 
… and singing at funerals and political rallies. As a nation we still have to accept the fact 
that yes, I can go to school and be a musician after school.”  
However St. Michael’s experience and life as a musician is proof that a living can be earned and 
lived off from music. For him, music: 
 “… has always been a hobby, it’s always seen as a hobby. That is the major problem I 
have you see. I have a daughter who is completing secondary school next year, and she’s 
survived on what people call ‘a hobby’. Look, it’s not a hobby it’s somebody’s job, and 
we get sectors like the labour sector to begin to incorporate music on their agenda. We 
want a minimum wage for musicians - it’s a job” (Author’s interview with St. Michael, 
2013). 
In terms of cultural capital, Zambians from a young age are not conditioned to consider music as 
a viable career. Most musicians developed their interest in music during their high school years. 
This is also the most common space where self-taught musical skills are developed, for example, 
rapping, guitar, keyboard and singing. However, socialization differs as practices are adapted 
over time through generations (Harker, et al., 1990:12). The views of music as a reputable career 
may gradually change with each generation.  
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From a governmental perspective the Zambian Arts and Culture Council is also working on 
changing social views towards music by attempting to incorporate musical education into the 
schools. In developed countries such as Sweden, “general music education in state schools is still 
restricted to one lesson a week” at most due to music departments being given minimal budgets 
(Roe & Carlsoon, 1990:104). In Zambia, music lessons are currently only found in certain 
private schools and none in the state schools. A trial programme is intended to be run in schools 
in the Lusaka region to make music education part of the curriculum. By introducing music 
understanding and skills to children during their learning years it is hoped that the calibre of 
musicians, studio producers and managers would be raised as those with in an interest in such 
areas would go for further specialised training. The music industry has been identified as a 
potential way to provide employment and a source of income for many unemployed youth. 
According to Ms. Kapwepwe (Author’s interview, 2013): 
“One of the sad things about Zambia I suppose is that we do not have somewhere 
musicians can go to learn how to play music, how to be professional about whatever they 
do, there’s no place like that. Evelyn Hone is pedagogical; it’s to teach people how to 
teach music. So it doesn’t teach people how to be a performer or use that craft in material 
wealth or for his own creativity. So we don’t have that and so our musicians actually 
don’t have anywhere to go, this for me is a big problem. Recently we had a proposal 
accepted that we create a college for the arts and that’s the place we can presume those 
things will start for the arts. But government doesn’t really have the whatever, so we’re 
trying to push for a PPP so that we get an already running institution just to come and run 
that. So we’ve spoken to the Finnish government and so forth and they’re interested. … 
They [Zambian government] are supposed to be starting a pilot program in Lusaka 
province in terms of music in schools, so we’ll see how that turns out. There are music 
teachers but when music teachers graduate from Evelyn Hone they get into a school and 
they become a P.E. teacher or a Religious Education teacher. So we’re hoping that that 
changes with the pilot program that’s starting in January from Lusaka.  
According to Shom C. (Author’s interview, 2013): 
“So they don’t see, even up to government level, they don’t see the entertainment 
industry as an industry which actually can provide a lot of employment and boosting 
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economic activity. I think it all has to go back to the basics. There are very few music 
schools, the curriculum is not properly integrated, and people can’t just pick up music 
from their childhood. In other systems, talent can be identified at the age of two! 
Someone can see and say ‘this kid can be a bass guitarist’ for example, and as they grow 
up there will be support systems to make sure they get to a good level. But here, the 
system is, when you just start going to school or even just your life you have to be geared 
to go into these other professions which are seen as actual professions. Music isn’t 
considered as such. But the government can invest more in music education, music 
schools, colleges that are entirely about the entertainment industry. If such institutions are 
developed I think that would be the benchmark, the creation, the genesis or the start of 
the entertainment industry, if the government sees the importance of the entertainment 
industry. 
To achieve better levels of music production and management individuals need the right skills 
for the industry to operate effectively. 
5.8. Conclusion 
For several musicians interviewed, ZAM and ZAMCOPS are vital as regulating bodies, but very 
little is understood by those outside the Associations about how they operate. Even their 
members are not clear about their role, which is cause for alarm. It means that those on the 
ground do not know or understand what is going on from a larger operational standpoint and 
where they fit within the wider industry. This isolates the regulating body from those on the 
ground and hinders communication and development. As a result musicians fend for themselves 
by buying CDs to put their recordings on, burning the CDs, selling the CDs, or singles online 
which requires setting up a webpage or finding the right sites.  
According to Ms. Kapwepwe (Author’s interview, 2013) the government’s standpoint about the 
entertainment industry is gradually shifting and it is beginning to realise how it can contribute to 
the country’s economy. Research done by the United Nations (UN) (2011) on developing 
creative industries in Zambia also identifies the potential for increasing economic capital “with 
art crafts, performing arts, and the publishing and design industries standing out as the sectors 
with the best prospects of contributing to employment, exports and GDP” (UN, 2011:6).  
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Governmental divisions are also realising that the music industry can provide needed 
employment to the many unemployed youth in the country, a source of employment that is still 
not fully utilised in developing countries (UN, 2011:6). Due to the lack of focus on the industry 
there is little support within the current system to gain a strong base as they enter the industry.  
When the music industry is operating as it should, the industry becomes more self-supporting 
under the regulating institutional bodies. When a musician has a team of dedicated people to do 
the necessary tasks to support the musician, their families are also supported by the money 
brought in. When a show needs to be organized, the marketing or promotional manager 
organizes it. If there is no such manager, then a promotional company is hired to organize the 
event. This provides business and finance for that company to run and pay those who work there. 
Stakeholders of the music business can also get a return on their investment when the right 
support is provided to enable the music industry to keep operating and performances are regular.  
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CHAPTER SIX: PRODUCTION AND DISTRIBUTION 
6.1. Introduction 
The music production process in Zambia involved the bare minimum or was simply non-existent 
for many years. Production and the pressing of vinyl, cassettes and CDs on a large scale had to 
be done in countries such as South Africa, Malawi, Tanzania and Kenya right from the beginning 
of the Zambian music industry from the 1940s right to the 1990s (Ewens, 1991:185; Koloko, 
2012; Graham, 1989:284; Graham, 1992:207; Author’s interview with Geoff Paynter, 2014). 
Production and distribution plants that had been set up in Zambia struggled with the drastic 
increase of piracy during the 1990s and closed down (Koloko, 2012:153). However at the end of 
the ‘90s Zambian studios started to open (Koloko, 2012: 153, 344). More recently, with 
technological advancements in Zambia, the production of music has increasingly been placed in 
the control of musicians. 
6.2. History of production and distribution in Zambia 
Under colonialism traditional music was created and performed by local Zambians. As 
previously mentioned in Section 3.5., bands wanting their music to be recorded had to travel to 
neighbouring countries such as Kenya, Congo and South Africa. Recordings within the country 
were usually aired during radio programmes. Robert Heinze (2014:628) writes of the recordings 
produced by ethnomusicologists such as Hugh Tracey in the 1940s. These recordings were 
collected with the use of Central African Broadcasting Services (CABS) recording vans that 
were sent out around the country (Heinze, 2014:630; Ewens, 1991:184; Graham, 1992:206). 
More and more music recorded by the vans was utilised during the run-up towards independence 
to spread messages of nationalism (Heinze, 2014:630). For the majority of musicians music was 
performed live, often with traditional instruments, particularly for traditional festivals. Live 
performances that were not part of traditional ceremonies were generally performed in the main 
cities of Lusaka, Livingstone and along the Copperbelt (Koloko, 2012:175).  
The first official international distribution company in Zambia was Teal Record Company that 
began operating in 1971. In Ndola another music distribution company, Zambia Music Parlour 
(ZMP), was started two years later, this time started by a Zambian guard who worked on the 
Zambian railways. ZMP branches were located in Kitwe and Lusaka (Koloko, 2012:337; 
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Author’s interview with Geoff Paynter, 2014). Along the Tanzania-Zambia TAZARA railway 
line and by aeroplane, vinyl from East African countries and from Zaire was brought into 
Zambia along the TAZARA railway line and by airplane and played over the airwaves. 
According to Geoff Paynter (Author’s interview, 2014), even though there were distribution 
houses there were officially no production facilities in Zambia until 1974: 
“In 1974 we put in a rival plant at Teal and did our own disc cutting and printing and 
produced our own stampers. We also started the first cassette plant. All the machinery 
was imported on a single DC-8 cargo aircraft, which flew from Sweden (with the Toolex-
Alpha presses and plating baths) via the UK where they picked up the printing press and 
disc-cutting gear, before flying directly to Ndola.” 
Teal Records also had its own radio show but only aired pop music, leaving the ZBS to air the 
traditional music on its television show and radio programmes (Author’s interview with Geoff 
Paynter, 2014). 
Up to this point there were no recording studios in Zambia apart from the ones run by ZBS. 
Neither Teal nor Gallo had studios as their focus remained on distribution and production. In 
1975 another recording studio was established in Lusaka, DB studios. According to Paynter 
(Author’s interview, 2014), “… when the government overnight brought in almost 100% local 
music quotas on radio, the local record companies were forced to get into local recording and 
studios such as DB Studios in Lusaka were established.”  
Due to increasing levels of piracy, particularly during the 1990s, both Teal Records and ZMP 
shut down operations in Zambia (Koloko, 2012:153; Ewens, 1991:185). Geoff Paynter also 
suggested that the record companies closed due to high import licences for equipment and 
royalties set by the government (Author’s interview, 2014). Small local recording studios were 
started up in an attempt to increase the local music quota; however the majority did not remain 
open for long. Once the record companies closed down cassettes became the only feasible format 
available for recording and distributing for musicians. However this introduced a serious 
recording and distribution problem for those bands that regularly toured and were limited to 
playing in hotels and bars (Ewens, 1991:185; Graham, 1992:206). 
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Radio continued to play a crucial role in the distribution of music over the airwaves. The Zambia 
National Broadcasting Corporation (ZNBC) was the only radio station that aired music on the 
radio stations and television programmes. With no official production and/or distribution house 
in Zambia, musicians had to take it upon themselves to get their music distributed. Musicians, 
particularly those whose music was considered unconventional, often had to produce and 
distribute their own music. Brian Shakarongo (Author’s interview, 2013) remembered how 
digital recording and the use of CDs began in Zambia around 2000, with an increase in 
technology. However, it was quite difficult for musicians, as having one CD printed, let alone 
enough to distribute in a wide area or town, was very expensive.  
Another problem was that most musicians in the very early stages of their careers could not 
afford to pay for production on their own or equipment, and often asked for financial assistance 
from working family members and friends. This was personally experienced by St. Michael 
(Author’s interview, 2013): 
“Anybody who was a musician in those days - I remember bands like Sakala Brothers – 
we found it very difficult…it was the most difficult time as a musician in Zambia because 
there were no CDs then. So really for you to get a cassette produced you had to apply like 
some rocket science. So eventually technology sort of caught up and CDs came on the 
market. The first music we had on CD was my first album called In the Ghetto, and I 
think that was in about the year 2000. So that was like the beginning of the digital music 
in Zambia. So you can imagine, there was nobody to distribute the music … when you do 
your ten CDs or so, which were very expensive, you had to stand on the streets and 
distribute the music on your own.” 
During the early days of the Zambian music industry, only certain music was considered 
appropriate to be aired over the airwaves and television programmes. Certain genres such as 
reggae were banned from airplay within Zambia while abroad, reggae was appreciated. This 
discrimination added another barrier for musicians in the industry. For St. Michael (Author’s 
interview, 2013) as a reggae musician, building a career on a genre of music that was unpopular 
was a difficult journey. 
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“For me particularly it wasn’t easy because, first of all my music was blacklisted on the 
radio. We didn’t have private radio then - we had ZNBC. So obviously with the type of 
music [reggae] that I sing it was automatically banned from the air. So we had to rely on 
a lot of live performances and that is where we tried to sell our music.”  
Some musicians adapted in order to survive in the industry. This adaption was also witnessed in 
1976 when Kaunda ordered that radio music had to be 90% local Zambian music. Although 
musicians did comply, many changed to playing popular Congolese rumba music which 
guaranteed them radio airplay (Graham, 1992:207). During this research a current example of 
this adaptation could be found among some rappers. For example, rappers shifted to become 
singers as rap, particularly in the earlier days of the industry, was not popular. An example of 
such an artist was Exile who started off as a rapper and then became a singer. As he explained 
(Author’s interview, 2013): 
“Obviously I started as a rapper as I said, but I eventually moved into singing because I 
found that rap music at the time wasn’t really having an impact as it was supposed to 
have in the country…so singing was a little more familiar with people. Rap was always 
considered as something that was childish. So I decided to start singing in 2001.” 
For the first few years after Exile made this change he struggled, but now he can be considered 
as an experienced musician, currently working on his fifth album. 
6.2.1. Role of radio 
Radio broadcasting in Zambia began on an unofficial basis in 1939 and officially in 1941. From 
1941 broadcasting was mainly used for providing the local Rhodesians with updates during 
World War 2 (WW) (Mwaffisi, 1989:73; Kangwa, 1994:74). Radio Phoenix was the only private 
radio station by 1995, but with the widespread economic successes during the 1990s more 
private radio stations opened across the country (Koloko, 2012:208). All these stations provided 
more access and platforms to musicians wanting to have their music aired as they no longer 
needed to travel to Lusaka to do so (Koloko, 2012:208). More stations meant that more of the 
population could be reached and hear this music. 
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Towards the end of 1949 cheap battery powered and portable radios were available for purchase 
particularly by the middle class and parts of the lower class with the purpose of spreading British 
propaganda (Mwaffisi, 1989:73; Heinze, 2014:624; Kangwa, 1994:75). Local music was 
regularly recorded and played over the airwaves in the days of CABS and used to attract listeners 
to the radio programmes. Soon after independence on October 24 1964, FBC became the Zambia 
Broadcasting Corporation (ZBC), then Zambia Broadcasting Services (ZBS) in 1964, which then 
became ZNBC on 1
st
 January 1988 (Mwaffisi, 1989:75; Kangwa, 1994:75). ZNBC recording 
studios were used to record local bands and aired their music during programmes. 
6.2.1.1. Procedure of getting music on the airwaves 
All the musicians and managers interviewed identified the critical role played by radio airplay 
and television talk shows for increasing their exposure to the public. Radio DJs interviewed from 
privately run radio stations and from the ZNBC were asked about how they selected the music to 
be aired on their programmes. The general procedure was for musicians to drop their labelled 
mixed tapes or compilation CDs with the secretary of the radio station or directly to the DJ if the 
musician had made prior arrangements to do so. Labelled mixed tapes would have the name and 
contact information of the musician, and titles of the tracks. At ZNBC, once the CD has been 
handed to the secretary, it is handed over to the library where it is catalogued and shelved until it 
is sought by a radio DJ or the radio manager. At private radio stations the CDs are given to the 
requested DJs by the secretaries and the musicians wait to be contacted if their music gets 
listened to. If it is heard and approved, then the DJ contacts the musician and an interview is set 
up and/or the music aired at particular intervals.  
However the procedure of getting one’s music aired on radio has not always been so formal. If a 
musician knows a radio DJ personally s/he would often by-pass the secretary who could also 
screen the compilation CDs and give the demo tape or CD directly to the radio DJ, sometimes 
with some sort of payment such as a few drinks or money. Some musicians could just meet the 
DJ in the street and hand him/her a demo tape. If the DJ liked the music, it would be aired. Chilu 
Lemba, a radio DJ who used to work at one of the leading private radio stations in Zambia, noted 
how more informal the whole process used to be before the current structures were put in place. 
Lemba spoke of how informal getting ones music aired on radio could be:  
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“So if I was talking to you and I thought you had good music, next minute you’d be 
buying me a beer, the following moment we would be up on air and I would be 
interviewing you” (Author’s interview, 2014).  
So the more formal procedure can be avoided if the new musician is able to meet with the DJ 
outside of the studio. Lemba - who now works in South Africa - also pointed out that the radio 
stations in South Africa have a music department that does research on the type of music that is 
to be aired and has to approve it before it is aired. This type of discipline is slowly being 
implemented in a few radio stations in Zambia, particularly the privately owned ones. 
Some musicians have also been noted to pay DJs to play their song more than usual, getting 
more airplay. Exile (Author’s interview, 2013) spoke out against this as this was unfair practice:  
“People are using a lot of social media, just hearsay you know, asking DJs to play your 
song more than usual. Some of them I am ashamed to say pay DJs which is not fair for 
certain talented people who have no money, those that pay DJs do that.” 
6.2.1.2. Payola for more airplay 
The act of payola or paying for airplay, the bribery of DJs, is something that occurs in all music 
industries (Burnett, 1996:92). Some bribes are not always monetary, with offers of free trips or 
more often ‘freebies’ of music, clothes and so on as other options (Wallis & Malm, 1984:243). 
Even though payola is illegal, it is even used by major recording companies as a promotion 
technique, particularly with new musicians and/or not so popular genres the company is trying to 
popularise (Burnett, 1996:107; Wallis & Malm, 1984:243). 
Several interviewees, both musicians and radio DJs, mentioned that getting an interview or 
having one’s music aired was also about whom one usually knew. For Duncan Sodala (Author’s 
interview, 2013) “The single most important thing for artists is to establish relationships with 
DJs where you can regularly go on radio and speak to them about the progress in your career, as 
well as to get your music played.” In Scarlet’s experience a radio DJ was most crucial in the 
development of her career - “the Scarlet brand was made by a DJ. It was there, but it was a DJ 
that saw it and started playing it constantly and that caused a buzz.” Although he remained 
unnamed, the DJ would play her songs constantly on his shows, regularly creating hype for all 
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her singles, resulting in more followers, particularly on her social media outlets. From her 
perspective:  
“… when you have a good relationship with the DJs, especially for promotional reasons 
like when you want people to hype your shows or you want people to hype your singles 
or an album coming out, you need to do promotion.”  
Similarly, national acknowledgment for the Sakala Brothers came when a radio DJ on one of the 
national radio stations - in the early days known as Radio Mulungushi, now Radio 4 - played 
their first recorded song, popularizing it.  
Due to the current state of the Zambia music industry, when musicians do interviews on radio or 
television, they do them free of charge as it is free advertising for them. By doing so, they 
develop social capital with the DJs for future interviews. However, when a musician’s music is 
played on any radio station or television programme, he/she is supposed to receive airplay 
royalties (see Section 5.3.2.) As an experienced musician, Brian Shakarongo (Author’s 
interview, 2013) noted:  
“music which you hear being played, whether in an airport or shopping malls or any shop 
or bar and so forth, wherever they are playing music, those are supposed to be licensed so 
that they pay for whatever music they play.”  
This unfortunately does not happen as regularly as it ought as the Zambian royalty collection 
system (particularly in relation to radio and television) for airplay is still being refined (see 
Section 5.3.2.). Radio and television are not the only places where music is aired. Restaurants, 
shopping malls, bars and nightclubs all play music and a musician should benefit from all these 
places. This market (the secondary or marginalised market) is more difficult to organize and 
monitor as well as collect revenue from compared to collecting revenue directly from recordings 
(the primary market) (Maskus, in DERGIT, 2001:15). All these places should have licences to 
play music in their establishments. This is the purpose of and the need for collection societies. In 
South Africa where the music copyright association, the South African Music Rights 
Organisation (SAMRO), is well established, public areas such as shopping malls have registered 
licences and musicians earn royalties from the music used in such places. South Africa has 
several music-related organisations to protect the rights of musicians, publishers, recording 
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houses, composers, and the collection and distribution of royalties. Examples of such 
organisation are: SAMPRA (South African Music Performance Rights Association); RiSA 
(Recording Industry of South Africa); SAFACT (Southern African Federation Against Copyright 
Theft); and PASA (Publishers’ Association of South Africa). The need and importance for such 
associations is gradually being recognised in Zambia and the rights of publishers, composers, 
musicians and a clear royalty collection process are slowing being enforced. 
6.2.1.3. Early use of Zambian music on the airwaves 
As previously indicated, when Kaunda came to power the policy for music on the airwaves was 
that 90% of the music had to be Zambian on the national radio station, at that time being the 
Zambia Broadcasting Services (ZBS) (Mukando & Mumba, 2012:13; Author’s interview with 
Geoff Paynter, 2014). Music, particularly during liberation struggles, was frequently used as a 
symbol of national identity or to solidify the identity of particular groups within a country 
(Wallis & Malm, 1984:14). Kangwa (1994:26-27) states that the use of media in the early days 
of independence was vital in bringing the country together and creating “national integration” or 
a “national identity.” National integration was needed as Zambians had relatives in neighbouring 
countries as a result of the borders left by the colonialist rulers (Kangwa, 1994:26). This differs 
from the typical use of traditional music as a form of communication or playing a ritual role 
(Wallis & Malm, 1984:14). Local language radio programmes were created to bring together all 
the different races and ethnic groups. Music sung in the different local languages was also played 
regularly over the airwaves.  
Linked to media broadcasting is the aspect of censorship which affects what music gets 
broadcast or prevented from being broadcast. When a musician’s music is kept off the air, it cuts 
off a key component used to increase the musician’s exposure. 
6.2.1.4. Censorship 
Censorship has a strong impact on what music is broadcast and distributed to the general public, 
limiting exposure and the income musicians could possibly earn. Censorship was noticeably used 
by colonial governments, dictatorships and the apartheid government who wished to use media 
channels to spread political propaganda. This propaganda was then used to regulate the public’s 
behaviour, or to promote particular cultural, moral practices, and religious beliefs (Street, 1997: 
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32, 86; Street, 2003:115, 129; Sibanda, in Korpe, 2007:22; Downing, et al., 2004:334). Scholars 
have noted that the sector of the media that is censored regularly is that of popular music to in an 
attempt to protect against possible negative social effects (Street, 2003:117; Kangwa, 1994; 
Heinze, 2014; Street, 1997:176; Drewett & Cloonan, 2006:6). 
When examining the history of Zambian music the use of broadcasting systems was the most 
frequently utilised instrument in spreading the political views of the ruling government as the 
media had a strong influence “in the political, social, economic and cultural” lives of the 
Zambian people (Kangwa, 1994:7). Radio stations traditionally have been considered to be the 
most important gatekeepers in the broadcasting of recordings (Burnett, 1996:81). During British 
rule, radios were distributed with the purpose of broadcasting British radio programmes to spread 
the interests of the colonialists during and after WW2 (Fraenkel, 1959:18, in Kangwa, 1994:56; 
Heinze, 2014:626). Although local music was regularly recorded and broadcast during radio 
programmes, not all local music was played (Heinze, 2014:625-628). This selective conduct of 
what music was considered appropriate for society is still being experienced in the contemporary 
Zambian music industry as was discussed above with interviewees such as St. Michael (Author’s 
interview, 2013) and Exile (Author’s interview, 2013).  
With the increased use of the internet, governmental censorship loses control over what type of 
music is distributed and made available for purchase as musicians can upload music personally. 
However, governmental broadcasting controls are still strong over what gets aired on television 
in Zambia. 
6.2.3. Television shows 
Zambian Broadcasting Services (ZBS) ran both radio and television music shows. A popular 
show in the early 1970s through to the ‘90s was Today’s Folk in Lusaka. In Kitwe Be My Guest 
was a programme that aired folk music. Also during the ‘90s televised dance shows such as 
Show of the Week, Band Stand, Time for Music, Zilile Ngoma and Music Box grew in popularity, 
mainly in the main urban and mining areas of Lusaka, Ndola and Solwezi (Koloko, 2012:208). 
However, the development of television in Zambia has not received as much attention as radio 
did. Most programmes were mainly for broadcasting news and airing cultural shows (Kasoma, in 
Eribo & Jogn-Ebot, 1997:149). As more social shows began to be aired, music shows such as 
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Born and Bred, Sounds Arcade, Muvi Television
4
  and Smooth Talk (Koloko, 2012:347, 362) 
provided a visual platform for musicians to present their music. 
There were not many television music shows that were aired and spoken about. The two most 
prominent were Smooth Talk and Born and Bred. Smooth Talk is a music show that interviews 
musicians and has them on to perform new singles. Born and Bred was started and produced by 
the host of Smooth Talk, Innocent Kalaluka, and is a show that critiques Zambian music videos. 
Kalaluka noted that within two years the quality of the videos changed as viewers could call in 
and vote whether or not videos were a “Hit or Miss”. These programmes however, require 
sponsorship to keep operating, particularly with Born and Bred which has very little funding 
from ZNBC and relies solely on the sponsorship of other companies and fundraising ventures. 
Getting sponsorship is a constant challenge. As Kalaluka (Author’s interview, 2013) noted:  
“Sponsorship is definitely one of the challenges that I face, as without it the shows would 
not be aired. However, a positive that has been experienced is that the Born and Bred 
show has developed so much that there is a Born and Bred Video Award category now in 
annual Music Award ceremonies.” 
Music videos and the ranking of these videos is only one of the ways in which recognition can be 
gained. The ranking of the actual music by CD sales is another method used to indicate how well 
a musician is doing.  
6.2.4. Music charts 
Music charts can be defined as “a list that puts in rank order the best-selling records of a specific 
week” (Wall, 2013:xii). In a developed country such as the United Kingdom, when music is 
being purchased in a music store, information about that particular CD, i.e. the musician, when it 
was pressed and where it is has been sold, is collected by the barcode reader at the register when 
the CDs barcode is scanned. This information is then collected by record companies and enables 
the companies to see what sort of music is being bought more regularly (Burnett, 1996:113). A 
similar process is carried out in the Sounds Arcade stores as purchased CD barcodes are scanned, 
providing information about the CD, where it is sold and how many of that CD are sold 
                                                          
4
 Muvi stands for MUsic and VIdeo. 
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(Author’s interview with Mr. Chisanga, 2014). Albums would be rated based on the number of 
albums sold compared to other competing albums. A similar system was used to rate singles, but 
obtained from airplay statistics. By knowing what strata of audience bought and listened to 
particular types of music, a record company can focus their promotions and advertising to the 
correct people at the right time, utilising musical trends to develop or cater to musical tastes 
(ibid.:113). 
Music charts from Sounds Arcade are generated by sales figures (Appendix 1) within a particular 
period such as on a weekly basis. The statistics are collected by the number of CDs sold by a 
particular musician, the figures being captured when the bar codes are scanned by the electronic 
cash registers around the country. As the manager of Sound Arcades, Mr. Chisanga (Author’s 
interview, 2013) explained that: 
“The charts have nothing to do with the [television] programme. If we stopped airing 
Sounds Arcade we would still be able to [generate music charts] … if you want a Sounds 
Top 20 we will print it for you. It’s computer generated all the time; as the sales are 
coming through it ranks you according to how you are doing throughout our network.”  
The television Sounds Arcade video show which airs on Monday evenings has a variety of music 
videos from several African countries, not limited to just Zambian music. The television show is 
not affected by the number of CD sales generated in stores, but rather by the most commonly 
viewed and recently released videos online. This demonstrates to Zambian musicians about the 
quantity of viewers they should aim to reach with their videos. 
There were divided views over the importance and usefulness of music charts among those 
interviewed. Some considered radio and television music and video charts important, as 
musicians can see where they rank against other musicians and gain recognition both within 
Zambia, the Southern African Development Community (SADC) region, the rest of Africa and 
further abroad (Zone Fam). Reggie from Zone Fam (Author’s interview, 2013) felt that charts 
did have a purpose:  
“It’s sort of like, for lack of a better term, for recognition, because a lot of people hear the 
music and they like it. Being on a chart is also an honour to be placed amongst the best 
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and you get to battle it out. So the higher you go on the charts, the more popular you’re 
becoming. It’s always a good way to measure just how well you are doing.”  
However the majority of musicians viewed music charts more negatively. Scarlet and a few 
others considered them to be unimportant to them personally as they did not truly reflect the 
listeners of their music. Her opinion was that: 
“The only value I think for me that they [charts] have is they tell you what people like. So 
you kind of get to understand popularity trends if you follow charts, because there is a 
particular sound that I’ve noticed that when a new song comes out, if it’s this kind it’s 
going to go up to number 1 in weeks. So that’s maybe the only thing …” (Author’s 
interview, 2014). 
Exile’s opinion was that, “Charts are being rigged; [in the sense that] people can easily set up 
accounts on Facebook or Twitter and just vote for themselves however many times they want.” 
Radio music charts are often based on what songs DJs personally enjoy and want to play on their 
shows, already limiting the selection choice that callers can vote on. 
Alif Kalipinde (Author’s interview, 2014) explained: 
“Take for instance my example; you know I felt that there was a genre of music that was 
not getting enough air play. A couple of people that I know loved that music and we had 
the music. So we felt that an opportunity had come for us to bring it out there. And lo and 
behold, people loved it too, and they were like ‘what is that called again? Ah it’s Pop-
Rock, okay.’” 
This is not always the best method to use as certain songs are played more often than others 
based on DJs’ personal preferences, limiting the musical exposure to listeners. This can be part 
of habitus as this shapes societal musical preferences. However, another view of playing popular 
music is that a regular listenership is generated for radio stations and their programmes, 
increasing the station’s identity (Koloko, 2012:366). Sometimes the management of radio 
stations stipulate the type of music or messages that DJs had to play, often for the benefit of 
promoters and sponsors.  
According to Chilu Lemba (Author’s interview): 
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“…you know like in Zambia sometimes you find that Management have a financial 
agenda once in a while which would stunt your show. And I remember once being on air 
and getting a CD of Afrikaaner music, you know that like Folk one, almost like nursery 
rhyme type of music with a note from Management saying ‘Please play this and say for 
all our South African clients listening right now’ because they wanted to get the business 
from the South African guys who were now based in Zambia. And so all of a sudden my 
audience, playing that, they were like ‘what’s going on with this dude?’ you know. And 
you know, it’s a management mandate, so you do that and it kind of makes you look silly. 
And then you think that’s the end of that and then the South African dudes come right 
into the station and say ‘brilliant! Please could you play …’ And you are stuck now and 
your show becomes that. But I didn’t face a lot of that although I do know a friend – they 
own a different radio station – and he was saying that there was a guy who owned a 
company, a German guy, went up to him and said ‘I’ll only advertise on your station if 
you play German music.’” 
The criteria used to determine the music charts is very unclear to the majority of the interviewees 
for this project spoken to and so many felt that the charts could not be relied on. 
Zambian music charts are not the only ones that air Zambian music. The group Zone Fam have 
had several singles reach the Top 3 in several African music charts such as Afro-Base, Channel 
O, MTV Base and Trace. At the moment not too many Zambian musicians have been successful 
in getting placed on charts outside Zambia. Reggie (Author’s interview with Zone Fam, 2013) 
also stated that they have been on “Afro-Base which is like a billboard for Africa, we were 
number one there for like, a very long time. One of our singles has been on the African charts. 
Locally, we’ve also been on the top charts here as well. In Nigeria, we were in the Top 3 on their 
charts.”  
In developing music industries such as in Zambia, being on the charts and getting music videos 
aired does not necessarily result in an immediate increase in CD and MP3 sales. According to 
Duncan Sodala (Author’s interview, 2015): 
“The way music works in Zambia and Africa in general is twisted. So when Zone Fam 
got singles on charts ‘sales’ did increase. But let’s define sales. The value of the artist 
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went up, asking price for show, appearances etc., but not necessarily equivalent to album 
sales and MP3 sales. Selling music in this age has become tougher because of downloads 
and piracy. At some point we did manage to clinch an endorsement with a mobile 
network to use our song ‘Contolola’ as a tariff and in ads ... So it’s all about smoke and 
mirrors to maximize value from the work you have put in through branding and raw 
talent. South Africa has a slightly better system of monitoring music sales. In Zambia 
these systems are work in progress.” 
Being placed on a chart and having music videos aired strengthens an artist’s brand and provides  
justification for what they charge as performance rates.  
Receiving such recognition within the country, let alone around the region, is not experienced by 
the majority of musicians, particularly with physical performances. However, musicians can still 
get exposure in other countries by creating music videos. 
6.2.5. Music videos 
More and more Zambian musicians, both amateurs and experienced (but mainly the younger 
generation), are starting to use music videos as one of their primary means of distributing their 
music to the public. Historically Zambian-made music videos have not really been known for 
their high quality (Author’s interview with Innocent Kalaluka, 2014). Previously, when 
musicians wanted to make music videos, they had to go to Nigeria, Malawi or South Africa. 
Music videos provide both audio and visual elements of the music to consumers who otherwise 
may never see the musician in person. Music videos require the involvement of several people as 
it is a multi-formatted medium, “… getting wardrobe, getting people to do makeup, actually 
paying the videographers and all that” (Author’s interview with Duncan Sodala, 2013). Channel 
O, MTV, BET, Trace, Afro-Base are music channels that have been utilized by a very small 
number of Zambian musicians to have their music videos played. One studio, Secret Records, 
was noted to be working on producing and distributing good quality videos for the artists signed 
to the record. Music videos are often released soon after a presumably strong single or an album 
has been produced. 
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6.2.6. Albums 
Complete music albums in Zambia are not a regular occurrence as the majority of musicians 
focus mainly on producing singles in the hope that by selling their intellectual property they will 
be able to make a lot of money. Out of those interviewed only the established musicians such as 
JK, St. Michael, Sister D., Exile and Brian Shakarongo, Scarlet and the Sakala Brothers released 
more than one album. The remaining interviewees had either one album out or have a number of 
singles out.  
At the time of being interviewed very few of the younger musicians had a complete album out. 
The majority were focused on getting single songs out and posting them online via several 
internet avenues such as Youtube, Vevo, links on Facebook pages and music based web pages. 
Many of these musicians often opened up performances for the more well-known musicians as a 
way of getting their names out there. Jay-Rox (Author’s interview with Zone Fam, 2013) spoke 
of how there were very few albums produced by a handful of Zambian musicians in 2012, and 
the reason for such a small number is due to the high levels of piracy. Duncan Sodala (Author’s 
interview, 2013) also spoke about how some musicians would have their albums released in the 
informal market. When he was still a musician, his first three albums were not released onto the 
official market. According to Sodala (Author’s interview, 2013): 
“Before Zone Fam started I actually released three albums; they were like underground 
albums. I did everything myself, buying CDs, burning them, printing them, and trying to 
sell them yourself. ... Online of course once in a while we do put up some singles for free 
downloads. Of course you find that people will download the music and by the time you 
want to take it to the station they already have it.”  
For Scarlet (Author’s interview, 2014):  
“I have my music online and due to my whole twitter presence – I know it’s due to my 
Twitter presence more than anything else – I have gotten sales on like iTunes and 
Amazon.com and Spotify. But there needs to be a shift in promoting yourself outside if 
you’re gonna use online, because in Zambia itself, the culture is not to buy music online. 
They would rather stream it, or if they can find someone who has it then that way.” 
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Albums need financial investment to be produced professionally for correct prices to be charged. 
Currently expertly done CDs can be bought in Sounds Arcade costing between K50-70 or $8-11 
on average, but there is still a difficult battle with the sale of cheap counterfeits of the music. 
CDs and DVDs on the street can be bought for as low as K1-2 ($0.2-0.3), drastically 
disadvantaging the musicians and those who ought to benefit from the production and sale of 
music. To have more control over the distribution of music musicians can distribute their CDs at 
their live performances. 
6.2.7. Live performances 
In Zambia musicians whose sole source of income is their music career cannot survive on music 
album sales alone. Performing live is the most regular method in which musicians can earn an 
income. They have to secure smaller weekly gigs as well as spread out larger performances such 
as national music festivals spread throughout the year. Performing regularly enables the public 
consumer to physically see the musician, interact with him/her and/or or “put a face … to the 
music” (Author’s interview with Chawa Chiteta, 2013). The confidence of the musicians is also 
built with more performances as the musicians need to learn how to engage and interact with 
their audience. 
Live performances are also an opportunity for musicians to earn revenue from ticket sales (Gayer 
& Shy, in Curien & Moreau, 2006:103) as these sales contribute to covering venue hire and other 
costs incurred for posters and instrument hire, and also assist in paying the band. Performances 
also enable CDs and memorabilia to be sold directly to the audience. Another benefit of such live 
exposure is that the profiles of the musicians’ is increased as audiences get to see the musician 
perform their music. The majority of the musicians interviewed performed at major hot spot bars 
and clubs such as Hollywood City Club, East Point and the Greek Club. Scarlet had a regular 
performing contract with the Misty Jazz Club. A few who have been able to perform for some 
time get the opportunity to perform at nationally organised festivals such as the Zambia Music 
Awards and Ngoma Awards. However, many of the younger artists had not heard about or 
participated in nationally-organised music ceremonies, a platform that they could greatly benefit 
from. 
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The musicians interviewed were divided in their perceptions of whether or not performance was 
profitable, possibly when compared to what could be earned from music sales or more regular 
performances at larger events. Performing live outside the country is also something that the 
majority of the musicians interviewed have done. Most have travelled only to Zambia’s 
neighbouring countries and remained within the SADC region. Performing around the region has 
resulted in Zambian musicians slowing mingling with musicians from the neighbouring 
country’s musicians, creating overlapping connections. Only a few musicians interviewed - JK, 
Brian Shakarongo, Sister D., St. Michael, and the Sakala Brothers - have been able to travel 
overseas to countries such as England, Japan, Lithuania, Scotland, Sweden, France, Germany, 
and Norway. 
However, continuously performing does not guarantee a stable financial income, even though it 
may be the most consistent method of payment for musicians. Distributing music online is a 
method becoming more popular with more and more musicians. 
6.3. Online methods 
The use of internet avenues as a means of marketing an individual’s music has rapidly increased 
with improved internet access in Zambian cities such as Lusaka. More Zambians than before 
have access to computers and phones with internet capabilities, expanding the connective 
potential and listening consumer base. More internet access and advancements in technology 
allow consumers to buy and/or download single tracks or complete albums from the internet, 
increasing accessibility rather than going to a music store to purchase physical CDs and DVDs. 
6.3.1. Online magazines  
Radio and television interviews are not the only way music can be accessed by the public. 
Another avenue that is slowly being utilised is entertainment and music magazines which have 
also started being published on the internet. Online or e-magazines such as SociaLumiere and 
Wapya Munza have featured profiles on various Zambian producers and musicians and new 
major releases, resulting in more publicity for those interviewed. 
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6.3.2. Online music for purchase or free downloads 
Some musicians upload songs and/or albums onto public domains so that the public can directly 
stream or download their music free. This is also a good way to keep their fans interested, as well 
as increasing the musicians’ exposure to consumers in other countries, creating new potential 
markets. Free downloads and streaming from sound clouds enable non-fans to get hold of the 
musicians’ music free of charge and get them to listen to their music. This would hopefully turn 
into purchases of full albums. Reggie (Author’s interview with Zone Fam, 2013) spoke of how 
they as a group attempt to utilise all possible mediums to distribute their music to cater for a 
wide range of consumers: 
“We use every medium available to us, CDs and online. The thing with Zone Fam is we 
have a lot of fans who aren’t based in Zambia. So the fans in different countries who 
can’t access CDs, they can still get our music online. So we don’t just restrict ourselves to 
CDs or just online, we do both so everyone is catered for. Some fans can’t get CDs or 
access our music online, so even cassettes are another option.” 
However, free downloads can contribute further to the illegal distribution of music as one person 
can download it, then friends and family can copy it from that person. Those who copy it can 
also play it at parties, in their homes and even allow other people to copy the song from them. At 
no point in all these transactions has the owner of the song been paid, meaning that a lot of 
potential income has been lost.  
6.3.3. Profile pages 
It is not only musicians who can utilize social media and online profiles. Shom C. (Author’s 
interview, 2013), a producer, stated that “I have a Facebook page and I’m gaining a fan base. 
This studio has a page as well. So we’re relying on the internet for most of our advertising.”  
Online profiles enable musicians and recording studios from within and from outside Zambia to 
find out a bit about musicians and studios, their type of music and what they have previously 
done. Profile pages are also where contact information can be posted and enables prospective 
studios, managers and other musicians to contact the musician. Studios, as already mentioned, 
can also have online profile pages that provide musicians wanting to sign up with information 
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about that studio and who else they have signed up. Visitors to the site can also ascertain how 
well known it is.  
6.3.4. Online purchases 
As indicated, more musicians are posting their music online. Online purchasing is also growing 
globally, and music can also be ordered, paid for and delivered via online music stores such as 
iTunes and Amazon. Online purchases allow consumers from anywhere in the world to gain 
access to the music, not just the immediate consumer market in the musician’s home country.  
However, it was mentioned that there is a lack of institutional support in reference to the banking 
system in Zambia. For St. Michael (Author’s interview, 2013), “… it’s the complication I think 
with our banking system because yes there is online banking but it’s such a hassle to a point 
where it’s still not making economic sense.” 
In terms of fields introduced in Section 2.2.1, the internet has the potential to provide musicians 
with the opportunity to move from the margins to the centre of their marginalised field. Once 
there the musicians are at an advantage and are in a stronger position to completely shift fields 
leading towards those in the centre of the music industry. This is possible as the internet is not 
limited to the field it is used in but rather crosses the boundaries that restrict the movement of 
musicians within their field and to other fields. Record labels and musicians in the central fields 
of the industry, e.g. those in the United Kingdom, are given access to the music produced by 
those in the marginalised fields, e.g. those in Zambia. With this recognition, marginalised 
musicians may be provided with the support to move from the margins to more central fields. 
Consumers in the central markets are also exposed to the music from the margins via the 
internet. With the advancements of digital technology these consumers can also purchase 
marginalised music online, increasing sales and profit for the marginalised musicians.  
Mr. Chisanga (Author’s interview, 2014) also commented on the institutions surrounding online 
banking: 
“We don’t have an online store yet because the banking environment is not correct again. 
If I’m going to have an online store I have to register with an international [music 
distribution] organization. But it makes us lose control on our finances, for example, we 
cannot check immediately if something is wrong, and things are bound to go wrong 
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anywhere. And then because of that, when you evaluate the level of business that can be 
generated by online sales internationally, they are minor.” 
As the above interviewees have noted, musicians have struggled to sell their music over the 
internet because online selling is still a relatively new concept in Zambia. So dealing with 
different currencies and payments from banks from outside Zambia coming into the country still 
involves many issues that need to be sorted out. Mr. Chisanga, the Sounds Arcade manager, also 
pointed out that to have an international online store, the individual or company would need to 
register with international bodies such as Pepper, and when this is done there would be a loss of 
control of managing finances and being able to see immediately where a problem has occurred. 
The Sounds Arcade management, however, is attempting to create a local online ordering and 
payment process. As Mr. Chisanga commented (Author’s interview, 2014): 
“The kind of online thing we have been trying to establish is local. For example, if a guy 
is in Solwezi and we are not there and they want to buy something, they should be able to 
go and check online and order.” 
This lack of structure is one of the possible reasons for marginalised music remaining in 
marginalised fields.   
It was also pointed out that even when partnering with certain external companies, when 
musicians want to make a deal with online stores for selling music online, not all deals are 
beneficial for the musicians. As Immaculate noted (Author’s interview, 2013):  
“I would think it’s a way forward depending on the kind of deal you have. For example, 
there is one deal that came down here; I think some companies were offering deals to 
artists. It sounded very nice, but when you think about it they were taking about seventy-
five per cent of everything for five years. So even if you got signed by someone else, they 
would still be taking seventy-five per cent. I think a lot of people don’t really think about 
it when they are signing these contracts. So it depends on how you do it. It would be 
beneficial if it’s a good deal. But if it’s a slave-type deal then you’re losing out.” 
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There are several other challenges experienced when attempting to distribute music in Zambia. 
Two major challenges noted have to do with distribution via registered music stores and 
musicians battling with piracy of their music. 
6.3.5. Challenges of distributing music 
With regards to Sounds Arcade all the stores countrywide are located in the major shopping 
malls (Author’s interview with Mr. Chisanga, 2014). Although this provides access to large 
numbers of people on a daily basis, the rental charges of the stores are relatively high. Mr. 
Chisanga noted the negative effect of the higher rent prices:  
“You see like for us, we are in major shopping malls, so the rentals are very high. This 
has pushed up the price of our products, and because of that, obviously it cuts out some 
people who otherwise come to us and buy the product.” 
Piracy also has a negative effect on the legal distribution of music and the opening up of more 
registered music distribution stores. Piracy not only cuts off the potential profits of musicians 
and those connected to them, but also deters the average Zambian from opening up their own 
music stores. According to Mr. Chisanga (Author’s interview, 2014) the process of opening a 
recognised music store is as follows: “If you want to set up a music stall somewhere we would 
sell you the international CDs and you set up your own stall and retail.” International CDs are 
then provided to be sold in the new store but to be sold at a particular price. However, if there are 
others selling pirated music for a fraction of the price of a CD being sold in the music shop, most 
Zambians would rather go for the cheaper knock-off. This kills the business for the music store, 
and, as has been witnessed, the music stores all close down. 
6.4. Conclusion 
As has been noted above, there are various distribution methods available to musicians such as 
the radio, television, music stores, and online. The use of each of these avenues varies from 
musician to musician. Also interviews and features on radio, television, entertainment magazines 
and on online profile pages generate exposure of the musicians and their music even before a 
consumer has heard the musician’s music. Information such as which other musicians an 
individual has collaborated with, what concerts, competitions and functions individuals have 
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performed at, and future planned performance dates can all be printed and posted on these media. 
Consumers may read this information and become interested in hearing the musicians’ music. 
However there are a variety of difficulties linked to the distribution of music in a developing 
country such as Zambia. Even if the production process is carried out correctly, the distribution 
of the music is out of the musicians’ hands. Many of these distribution problems are linked to the 
lack of infrastructure and policies in place that enable and enforce the legal distribution of music 
and the protection of such music. Without clear policies and procedures potential income will 
continue being lost by the musicians and even possible tax returns for the government.  
With the continuing lack of central recording and distributing companies, both new and 
established artists often operate from homemade and home-based production studios. Several, 
whenever they have the opportunity, go to South Africa, Tanzania, Malawi or Congo to record 
their music. 
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CHAPTER SEVEN: THE CREATIVE PROCESS OF MUSIC PRODUCTION 
7.1. Introduction  
As part of habitus, social conditioning plays a part in how seriously music is to be taken, how 
much training is required and what is required to succeed in the music industry. This societal 
influence links back to Bourdieu’s concept of habitus (Section 2.2.2). There is very little 
understanding of the importance of finding good studios, good managers, and contracts. Other 
aspects that are not fully understood are the best ways for an individual to get his/her name and 
music known to the public. This is particularly so for new musicians trying to enter the music 
industry. Without this knowledge several years can be spent gaining experience through trial and 
error, and this can be quite costly for the majority who already start with very little economic and 
cultural capital (Section 1.5.). 
7.2. Early development of musical interest 
For this research, musicians considered to be beginners in the business are those who have been 
active in the industry for five or fewer years. Those who have been in the industry for five or 
more years are considered to be more experienced. These benchmarks were chosen because 
when most musicians start out in the industry they do so on a part-time basis. Being able to 
differentiate between amateur and professional musicians has been noted as being difficult to do 
as it is often confusing (Frith, Straw & Street, 2001:26). Some are still completing tertiary 
education or they have another job that they do to earn money to fund their music. As a result the 
transition to becoming a full-time musician or a stakeholder such as a manager or a producer in 
the industry takes several years. A factor that could potentially assist in reducing what is learned 
through trial-and-error is knowledge gained through early music development. 
7.2.1. Official musical training 
Formal musical lessons, either one-on-one or as a group, are very uncommon outside of private 
schools and very few of those interviewed had actually experienced formal music lessons. There 
was only one tertiary institution identified that provided access to music lessons outside the 
private schools. Evelyn Hone College in Lusaka is the only tertiary institution that offers music 
subjects and courses and diplomas for these courses. Due to being one of the older and more 
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established universities in Lusaka, Evelyn Hone is equipped with instruments that can be used by 
students as many are not able to purchase their own private instruments. This also means that the 
music lecturers can give private lessons to external students from within the city. Chawa Chiteta, 
a part-time musician currently in Australia, used to have formal classical piano lessons during 
secondary school twice a week at Evelyn Hone College. However, due to academic work and 
other extra-curricular activities, he stopped formal music lessons. As stated by Chiteta (Author’s 
interview, 2013): 
“… the first time [learning the piano], I’d say eighteen months it was formal training. So 
I used to train with a teacher out at Evelyn Hone College in Lusaka, and I used to do that 
twice a week. And then, after that, you know, got busy with school, French classes, and 
all the other extra-curricular activities, so I had to drop the piano. But, I still play, so I 
guess for the rest of the years I was self-taught. So I had the fundamentals, then just 
taught everything, picked up the skills myself.”  
Another artist, Reggie (Author’s interview, 2013), a Zone Fam group member, also attempted 
formal music lessons: 
“I tried to learn the piano but it was harder than it looked. I guess it just wasn’t for me. I 
love music but I don’t think I can play an instrument. Maybe later on I’ll find interest in 
learning how to play an instrument.” 
This was a common feeling amongst several interviewed musicians, particularly among the 
beginners in the industry. Digital software provides the majority of the instrumentation needed 
for many musicians with very few actually utilising live instrumentalists or session players. 
Session players are also most likely under-used due to musicians being unable to pay them for 
their services. Shom C. (Author’s interview, 2013) spoke of how he uses specific session 
instrumentalists depending on the particular song he is working on. He, as the producer, makes 
the decision as to which pieces will be recorded and which instruments will be used. Shom C. 
added that: 
“Yes I do have session players; I have professional guitarists, drummers, saxophone 
players. Also as a music producer I play the keyboard as well. But I call musicians who 
are just specialised in playing specific instruments. That is the direction I’ve taken. I 
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started producing music from a box to the outside, now I want music from outside, into 
the box and then out again. So I do hire session players. I may think for a certain song I 
need this kind of guitar that I can’t play, so I call in someone I know who plays that 
instrument” (Author’s interview, 2013). 
As mentioned above, access to instruments, music teachers and facilities available for the 
teaching of music are very limited, particularly to the average Zambian. In an attempt to provide 
a solution to this problem, the Sakala Brothers, a very well-known duo, started up the Sakala 
Brothers Arts Centre which is currently housed in the Lusaka Playhouse. This is currently the 
only music school available to the public, and not just for private school students but for less-
advantaged people too. According to Moses Sakala (Author’s interview, 2014):  
“What we do simply is to create a platform, like a resource centre where musicians can 
come, especially young people to come and learn piano and guitar, Zambian drums, 
Zambian songs, rhythms, dance, voice and so on.” 
All the current students enrolled at the Centre are under-privileged and cannot afford to pay for 
lessons as originally intended, and the teachers working there are all volunteers. The Brothers 
rely on sponsorship to provide for the students and give something to the teachers. This school is 
still in its early stages and cannot currently cater for a large number of students. Those who are 
interested in learning instruments, if fortunate enough, are able to gain access to an instrument 
and teach themselves by imitating others. 
 7.2.2. Self-taught  
The musicians interviewed all spoke of how their parents often played cassettes and vinyl in the 
house or sung or played an instrument, the most common being the guitar. Jay-Rox, another 
Zone Fam member, mentioned how he grew up with music always playing in his home:  
“I grew up in a home where we used to listen to enough reggae and hip hop. My cousin is 
the one who influenced me to write music. He actually used to rap. We would listen to 
hip hop songs together and he would write” (Author’s interview, 2013).  
Later on - usually in secondary school - several musicians became more actively involved with 
music by writing their own songs and raps. None of them were ever taught to do this and they 
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just wrote in the manner they thought was appropriate. This was quite evident particularly with 
the Zone Fam members:  
Dope-G (Author’s interview, 2013) stated that: 
“I went to a boarding school in high school, and in the short time I was there I met certain 
guys who were from a different city altogether, that was Ndola, and they used to write 
music. So I used to look at their lyrics and figured, ‘you know what, maybe I can do this.’ 
So one time I gave it a shot and one time I wrote like I think 4 to 8 lines and for the next 
two years that’s what I used to give to people I would always pretend to choke, but that’s 
all I had. So like ‘aha I forgot the rest of the lyrics’”  
For Thugga (Author’s interview, 2013):  
“My older brother had so many phases. He loved hip hop, and then at some point and 
then at some point he started listening to reggae only you know what I mean. So through 
him I was getting introduced to all these genres and then I started really writing lyrics. I’d 
listen to a song that I really liked and then I’d start replaying it over and over again and 
rewriting the lyrics to the song. The more I did that the easier it became to understand 
lyrics and see how they were written. Slowly but slowly I started writing my own you 
know, I would write this, I would write that. And then I recorded my first song when I 
was … 13 I think.” 
Although many musicians develop as individuals such as illustrated by the Zone Fam members, 
musicians often start their careers by forming groups with friends and family members. 
7.3. Groups versus solo musicians 
The majority of musicians interviewed had started out in the music industry as a group, 
commonly made up of two to five members. Often the members of these groups were school 
friends or neighbours who shared a love for rapping or singing and they had either competed 
against each other in competitions such as school variety shows or local competitions organised 
by local studios. Exile (Author’s interview, 2013) remembered being part of a rap competition 
that was hosted by a popular studio at that time called Sugar Shack Sound. The Zone Fam 
members came together through similar competitions. Jay-Rox met Dope-G and Thugga in high 
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school and they would battle against each other. According to Thugga (Author’s interview, 
2013), “...while I was there [high school] … well, Dope-G and Jay-Rox were at the same school, 
they were my seniors. So I would go there and see all these battles….” They met Young Verbal, 
the fourth group member, at the studio where they all recorded.  
One of the first challenges experienced by these young groups was that they did not have enough 
personal capital to develop the group and so usually relied on funding from friends and family. 
For St. Michael (Author’s interview, 2013):  
“It was quite difficult to really start off because I remember, even just to get my first 
demo recording, I had to beg my sister who was the only person working then to lend me 
thirty kwacha in those days.” 
Sometimes musicians would be fortunate enough to be supported by the studio they were 
connected to, but this was not common as the studios themselves would usually be working with 
already limited resources. 
After a number of years very few groups could be found in their original formats as members 
either left, new members joined the group, or groups completely dismantled for various reasons. 
Sometimes new groups would be formed with members found at new the new studios that the 
dismantled members moved to. The most popular motivation to leave a group was because a 
group member wanted to become a solo artist (Author’s interview with Chilu Lemba, 2014).  
From the musicians interviewed the majority started off as soloists searching for studios to 
record their mixed tapes. As they gained access to studios they often met other members at the 
studios and then created groups. This was how the Zone Fam members found the Whiz House 
Studio and formed Zone Fam. According to Jay-Rox (Author’s interview, 2013): 
“I used to record at another studio. So I did some mixed tapes from there and Dope 
featured on my mixed tape at that time, and he asked me to feature on his as well. I liked 
the production at Duncan’s studio and I talked to Duncan to join and stuff, and also to 
Duncan’s producer at the time, and that’s how I started recording at the studio.” 
Soloists struggle to survive on their own in Zambia without proper management and constant 
work. Many collaborate on a regular basis with other groups or solo artists to increase their 
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exposure, the number of shows they got to do resulting in more income, and increasing their 
connections. To make ends meet musicians often have other sources of income as they cannot 
rely solely on what they make from their music. 
7.3.1. Sources of income 
Media industries have been noted to be high-risk business areas as well as having high failure 
rates (Hesmondhalgh, 2010:4; Caves, 2003). This is due to a few factors within the music 
industry. One of these factors is how much effort the musicians put into developing their careers 
and building their fan-base. Without fans to purchase music no money can be earned by the 
musician in the form of royalties or for performances. Secondly, there are very few to no social 
policies in place in most developing countries that provide protection of the musicians’ work, 
particularly as many of them work as freelancers. This means that income is obtained on an 
irregular basis - and usually a very small income - which causes the musicians to live a “hand to 
mouth” type of life with very little left saved for future endeavours for social security (Lamba, 
2007:5, 65). This means that creating a living from media production is still quite unusual for the 
majority of those who work in the industry (Hesmondhalgh, 2010:4). 
Ambert identified another issue, that of livelihood, that is experienced by musicians in Africa, 
particularly those starting out in the music industry, and states that not many musicians “… are 
actually able to make a living solely based upon their musician trade” (Ambert, 2003: ii). 
Immaculate, a rapper starting out in the industry, was one of the few who mentioned that he 
currently had to generate income from another job:  “I do have like a business thing going on, to 
do with selling clothes” (Author’s interview, 2013). This was because his current earnings from 
his music were not currently what he wanted them to be. However, he was very clear that he was 
only selling clothes until he could do his music full-time as his career.  
A curious point was made by interviewees such as Duncan Sodala (Author’s interview, 2013) 
and Chilu Lemba (Author’s interview, 2014) when they noted how some musicians, not 
mentioned by name but by indication – would try to rely on one single hit song that they felt 
could rocket them to stardom and a high payday. As a result they do not plan strategically with 
focussed long term plans. They would wear a song out before returning to the studio and 
 90 
 
frantically try to record another one, often one that is quite similar to the previous one as was 
discussed in Section 3.3.1.  
Interestingly, it is not only those starting out in the music industry who have another source of 
income. Several musicians have other jobs that provide more financial security (Lamba, 
2007:66). Chilu Lemba (Author’s interview, 2014) spoke of how several well-known artists he 
knows also have alternate forms of generating an income. According to Chilu Lemba, “JK also 
has some other things going besides music, because the avenues for making money directly are 
like what, 7 CDs? And CDs aren’t a solid source of income because of many factors” (Author’s 
interview, 2014). 
As has been noted earlier in Section 6.2.7, live performances generate the most consistent source 
of income for musicians. Being able to perform overseas brings in even more profit. A few 
musicians such as JK, Brian Shakarongo, Sister D. and St. Michael have also been fortunate 
enough to tour and perform on other continents. Being able to tour, particularly overseas, can 
bring in high earnings for a musician; however, it is often unclear how much of those earnings 
are actually returned to the musician’s home country (Gebesmair & Smudits, 2001:15). 
The difficulty for most musicians is that many of their audiences prefer to download their songs 
rather than to purchase the CDs. In line with this, from his personal experience Lemba (Author’s 
interview, 2014) noted that “the question I get most frequently asked is people just wanting to 
find out if they can just download for free the one that they actually like or whatever.” 
For a small number of interviewed artists, music was not their main focus or main source of 
income. They love music and enjoy making music, but realise they could not survive just by 
doing music. Some artists write songs for other artists (Author’s interview with Exile, 2013), do 
promotional and marketing for them (Author’s interview with Duncan Sodala, 2013), and even 
assist in studio work for them (Author’s interview with Massi, 2013). Others such as Scarlet 
(Author’s interview, 2014) start businesses not directly connected to their music or community 
projects such as helping head up a children’s football team and initiatives such as Kaula Child 
Centre and Bare Feet Centre that work with disadvantaged children.  
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7.3.2. Merchandise 
Musicians such as Zone Fam, Scarlet, Chawa Chiteta, JK, and Brian Shakarongo had some 
branded merchandise and Zone Fam (Author’s interview, 2013), Chawa Chiteta (Author’s 
interview, 2013), and Scarlet (Author’s interview, 2014) were actively using merchandise or 
planning on using it as a promotional tool. For others, having merchandise with their name or 
brand on it was not a priority at the moment as merchandise required extra capital, capital that 
many did not have. Only a few had a grounded career that provides them with an income that 
allows them to be able to have some merchandise made to be sold. The fact that a musician is 
well-known also assists in increasing merchandise sales, i.e. established musicians are more 
likely to sell their merchandise than new musicians beginning in the industry. An example of a 
group that had recently created merchandise was the Zone Fam group who had some t-shirts with 
‘Zone Fam’ branded on them. They were all bought very quickly by fans. Zone Fam were also 
currently working on getting endorsements and publication deals, not limiting themselves to just 
earning revenue from CD and performance ticket sales (Author’s interview with Zone Fam, 
2013). Scarlet hopes to expand on this idea of branding and not just have the usual branded t-
shirts and clothes but also hand-craft items such as beadwork and hats. She wants to not just have 
merchandise but also to turn it into a business (Author’s interview, 2014).  
7.3.4. Collaborations 
Collaborating musicians would often feature on each other’s albums, almost as a way of paying 
each other back for being on their albums. Duncan Sodala (Author’s interview, 2013) spoke of 
how the Zone Fam group has done collaborations with several well-known artists, “We’ve 
worked with a few musicians within the region. Like on Zone Fam’s first album we were lucky 
to get Zukes, who’s one of the biggest hip hop musicians in Botswana.”  
Exile (Author’s interview, 2013) stated that, “… there’s more need to collaborate rather than just 
do things on your own” particularly as the Zambian music industry is developing. Another 
‘worth-while’ exchange that is accepted for collaborating with someone is to write a song or two 
or produce the next song for the other artist. Exile also spoke of how he wrote and/or produced 
for other artists, “I’ve written songs for … let’s see … JK, Black Muntu, Shatel, Joe Chibango 
… there are too many” (Author’s interview, 2013). 
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Collaborations do not just happen between Zambian musicians within Zambia. Several have 
collaborated with other musicians of different nationalities from and in a variety of counties such 
as South Africa, Zimbabwe, Tanzania, Malawi, Kenya, Nigeria, Congo, Botswana, and Ghana. 
Collaborations with international musicians have been recommended as one of the ways for the 
Zambian music industry to be ‘put on the map’. One example is Chawa Chiteta, who has and is 
currently collaborating with a few musicians from several countries such as Zambia, Malawi and 
Nigeria. Although in different countries, they communicate via internet facilities to discuss the 
project, swap lyrics and backing tracks and recordings as they work. Chiteta (Author’s interview, 
2013) stated that, “At the moment I have a few projects on with like artists in different countries, 
we are working together just via the internet.” 
Another artist, JK, was part of a collaborating group called Airtel ONE8, made up of eight of the 
biggest African names in 2010 with R. Kelly (Debrah, 2011). They produced a single called 
Hands Across the World written and produced by R Kelly.  All the African artists flew to the 
United States of America to record in a SonyROCKSTAR4000 Music Entertainment studio in 
Chicago. Sony Music also partnered on the project (Debrah, 2011; ROCKSTAR4000, 2012). 
The music video was also produced in the studio in Chicago. Airtel initiated this project, selected 
the artists and brought them all together (Debrah, 2011). The single was a Top 10 song in over 
sixteen countries with 227, 934 Youtube hits on the Airtel live portal. The group also achieved 
commendation from Billboard International, an influential publication (Debrah, 2011; 
ROCKSTAR4000, 2012). This collaboration is just one example of how far a collaborative 
single can travel, furthering the exposure of every artist involved into markets they may never 
have gained access to. For JK (Author’s interview, 2013) collaborations are important in the 
development of a musician’s career as well as for the Zambian music industry at large. For him 
“more videos and ... lots of collaborations with lots of international artists and things like that” 
are how Zambian music can grow (Author’s interview with JK, 2014). Then we will be on the 
map. Such collaborations, merchandising and profit-making are also a result of good 
management by supportive managers who work to develop their musicians. These 
collaborations, merchandising and profit-making are also a result of good management by 
supportive managers who work to build up their musicians. 
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7.4. Management of musicians 
The role of managers has been described as being a representative for the musicians, providing 
guidance and advice and structuring their image and music (Negus, 1992:41). They are there to 
motivate and assist in getting their musicians to continuously better themselves and excel. The 
managers interviewed during this research came from a variety of backgrounds and none of them 
had undergone any entertainment manager training or education. In their early days Chilu 
Lemba’s group manager was a journalist. Zone Fam’s manager, Duncan Sodala, had worked in 
the business world for a few years. Scarlet’s manager – who is also actually her mother - is a 
government civil servant. They have all had to learn about their roles in an ‘on-the-job’ manner. 
7.4.1. The role of managers 
Due to the informal manner in which the music industries in most African countries operate, very 
few professional managers can be found. Managers are very instrumental in the development and 
exposure of a musician. Managers are important in organising performance tours because regular 
and well-organised tours are needed for the majority of African musicians to earn money 
(Seligman, DERGIT, 2001: 6). Managers develop the contacts that result in collaborations with a 
variety of musicians as mentioned above, as well as which shows to do. Such contacts are with 
radio and television personalities. Managers are also involved with assisting musicians to sign 
contracts with record labels that are beneficial for the musician (Negus, 1992:42).  
Managers can also be a support system ensuring the development of well-rounded musician, both 
in terms of their music and with non-related music activities. For example, Duncan Sodala spoke 
of how he has encouraged the members of Zone Fam to complete their tertiary degrees and 
develop their business understanding: 
“Yes I would recommend that and I think it’s something we are lacking as Zambian 
artists in particular because you will find that a lot of artists outside the country have 
some sort of training that has added value to their music. So you find that a lot of people, 
even though he’s a musician, he’s an attorney or an accountant at home. So this is why 
I’ve even encouraged members of Zone Fam to continue with their education. One of 
them actually got his degree at NASCOM and another one is still studying at ACCA. The 
remaining two are also continuing with their studies in Business Administration and 
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computer hardware. So it’s very important for musicians, apart from going for extra 
training in music, but also to have that educational background that will also support their 
music. It will actually strengthen whatever they are doing in the music business. So if 
people could actually go out there and study the music business itself it would be a huge 
plus” (Author’s interview, 2013). 
Good managers also ensure that musicians create the right connections, develop relationships 
that would be beneficial to their careers, ensure musicians are surrounded by a reliable team, and 
that they and their band are paid correctly for every performance. As Negus (1992:41) 
summarises, “The manager plans the overall career strategy of an act, defining objectives and 
setting standards.” Duncan Sodala (Author’s interview, 2013) noted that several artists from 
other countries travelled with a whole team of people with specific tasks when they came to 
perform in Zambia. Sodala gave an example of an artist who came to perform in Zambia: 
“P-Squared made K300, 000 when he came here to Zambia. He had a full band, live band 
and their music sounded just like it did in the videos. They had dancers, and outfit 
changes too. So we need to justify why we are charging people for our performance. It 
needs to be a memorable performance. There’s a lot of added value that we need to put 
in” (Author’s interview, 2014). 
Members of a team could be stylists, a road manager, a business manager, dancers and even 
body guards. The whole team would also be paid highly for each performance - amounts which 
average Zambian musicians do not earn. Managers would be in charge of overseeing all the 
different tasks. Managers are crucial in the development of a musician’s image to other 
musicians, potential investors and collaborators. Mr. Chisanga, as the manager of Sounds Arcade 
Investments, noted that without managers the “professionalism in the musicians also dies” 
(Author’s interview, 2014). 
Managers who were interviewed for this research also indicated that handling the content and 
signing of contracts is also part of a manager’s job. Very few musicians understand the 
importance of contracts, how they should be used and what should be in them. (See Section 
7.5.4. for a more detailed discussion of contracts.) Scarlet described her manager’s role as being 
“legal, administrative, logistics” (Author’s interview, 2014). Some also handle promotions 
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and/or the sourcing of funding for more records. Managers are also in charge of dealing with the 
collection of payments, often having to explain why they are charging what the musician is 
charging. 
Many Zambian musicians, particularly those starting out in the industry, do not have a manager. 
They generally manage themselves, either because they do not understand the role and 
importance of a manager or because they feel that they can manage themselves. A couple of 
musicians asked close family members such as cousins or parents to manage them. For example, 
Immaculate (Author’s interview, 2013) stated that, “My manager is my cousin; he sorts out my 
contract things.” Scarlet (Author’s interview, 2014) explained that after she parted ways with 
[with her previous manager]: 
“… my mum started managing me, and I think my mum’s been a proper manager 
because I looked into it and said ‘I need this and this and this’. So we worked together 
she would do this and I would do that and we have a contract. In the beginning, like I 
said, a bodyguard and driver, and then a buffer for legal reasons because now there was 
money involved. So to avoid getting swindled, he would be in the middle. Then when my 
mum came, she’s like legal, administrative, logistics and that sort of thing and I do 
promotions. I am the face the brand, so rather than have her speak for me like an agent 
would, we have a two-way kind of relationship where she does all the background work 
and when there’s stuff that I can do I go and do it.” 
Having a family member as a manager has been noted as being a popular practice for many 
African musicians (Penna, Thormann, & Finger, in Finger & Schuler, 2004:103). Like the 
musicians, the managers interviewed (Duncan Sodala and Mrs. Chulu) also had to learn about 
their jobs on the job. The managers interviewed had never gone to study management or received 
training to learn how to manage a music group or musician. They had had formal office jobs for 
several years which some still occupied. The experience they received from these other jobs 
assisted them in their new roles as managers.  
However, Chilu Lemba (Author’s interview, 2014) pointed out that the reason he no longer has a 
manager is because he is not a full-time musician and therefore “there isn’t as much pressure to 
make huge amounts of money.” He was focusing on his other jobs that were still within the 
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entertainment industry, mainly being a radio presenter. He works on music when he is either 
collaborating with a particular artist and/or if he is producing the music or directing the video. 
Managers also guide their musicians to beneficial contracts, and these include those with studios. 
Finding the right studio is important as different studios focus on differing aspects of music 
production. Managers can, therefore, negotiate access into studios and contracts with record 
labels that may be seen to be a good fit with the musicians. 
7.5. Record labels and studios 
A clear distinction must be made between a record label and a studio. A record label is the brand 
name of a recording company that handles the manufacturing, distribution and promotion of 
music (Waite, 2012:404; Cambridge Advanced Learners Dictionary, 2005:1060). Labels can be 
major labels which receive corporate backing or independent labels that do not receive such 
backing (Peterson & Berger, 1975:171). Record labels set up studios which are the rooms 
equipped for music production (Concise English Dictionary, 2005:724; Webster’s College 
Dictionary, 2001:1214).  
7.5.1. Home studios 
Home studios are rapidly mushrooming around Lusaka and have been for several years, often 
being started by groups of friends soon after secondary school to centralize what little equipment 
they have. Duncan Sodala (Author’s interview, 2013), although mainly a manager now, started 
out by running a studio with a friend, “I started the studio with a friend who was a fully-fledged 
producer; we got equipment from what we already owned - a PC, some speakers and a mic. We 
had no funding, it was all self-funded.” 
 Some studios are in small outhouses in the yard behind the main house, either built for that 
purpose or a flat converted into a studio. Sometimes an individual’s private bedroom or a spare 
room is slowly converted into a small studio. Chawa Chiteta (Author’s interview, 2013) stated 
that:  
“...when I made my first album I pretty much made it in my room which I had set up as a 
studio. So I padded up all the walls, um and set up all the equipment and microphones, 
and that was done.” 
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In the contemporary world technological developments have enabled computers and certain 
software to be bought by anyone either relatively cheaply or by downloading the software free 
from the internet and installing it on their home computers (Burnett, 1996:92). This implies that 
anyone can create, digitally record and burn one’s songs onto CDs from the comfort of their own 
home, cutting out professional studios.  
7.5.2. National studios 
During colonial rule when Zambia was known as Northern Rhodesia broadcast radio across 
Zambia was established. Unofficially radio broadcasting in Zambia began in 1939 and was 
officially begun in 1941 by the British colonial government from a temporary station located in 
the Lusaka airport, mainly to inform the country about the progress of the World War (Mwaffisi, 
1989:72; Eribo & Jong-Ebot, 1997:145). The Lusaka station became the Central African 
Broadcasting Services (CABS) running from 1948 to 1958, and then it was incorporated into the 
Federal Broadcasting Corporation (FBC) from 1958, which provided “African Services” and 
programmes in certain local languages (Heinze, 2014:625-626). Mass media in developing 
countries such as Zambia is the most widely used form of communication and is often used by 
those in power to spread their message to a large portion of the population at once (Kangwa, 
1994). However, to remain functional, studios require regular funding to be run effectively with 
up to date recording and broadcasting equipment. 
7.5.3. Challenges experienced by studios 
Running a studio is an expensive investment as most of the necessary studio equipment must be 
imported into Zambia and has a high import tax added. According to Shom C.: 
“…firstly to mobilize resources to build up a studio is very, very expense. Especially in 
Zambia because you have to import a lot of things, just a speaker you would have to 
import it from outside. The same with a microphone; it has to be bought from somewhere 
else” (Author’s interview, 2013).  
Seeing returns from such an investment may take a few years, depending on how well known 
and used the studio becomes. Although home studios are opened on a regular basis, not many 
remain operational for long. Duncan Sodala suggested that a possible reason for this is the new 
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governmental tax regulations enforced on studios. From what Sodala (Author’s interview, 2013) 
remembered, “… a lot of studios popped up at the time but eventually they started taxing them 
and they shut down.”  
Being small also means that only a few musicians at a time can be signed up to the label due to 
limited resources. Seeing returns on a more personal level are also not too frequent. Shom C. 
pointed out that: 
“… the returns are not that good because, I don’t know, it’s not yet in the minds of 
people to appreciate producers. Especially artists – they don’t see it as an investment to 
spend that much or to value the services of a producer.”  
The perception of producers needs to be changed starting from those who have direct contact 
with them, the musicians and managers. However, from personal experience, Shom C. (Author’s 
interview, 2013) mentioned that, “…it’s not yet in the minds of people to appreciate producers. 
Especially musicians – they don’t see it as an investment to spend that much or to value the 
services of a producer.” 
Music cannot be produced without the hours put in by producers, and as more musicians and 
managers multi-task and also experiment in producing, they start to understand what is required 
by producers to generate the end result. Producers understand what music has been successful in 
the past in relation to quality and how to make the music appealing (Caves, 2003:74). 
Another problem with informal studios is that they discourage investors from investing in 
properly set up studios of high quality. Many people chose to go to the cheaper studios in order 
to make a quick recording of average quality and have it mass cut so that they can sell the CDs 
and earn some quick money. Some musicians in Africa prefer to move from studio to studio to 
record as many albums as possible because they get paid an amount upfront for the first album 
made (Penna, Thormann, and Finger, in Finger and Schuler, 2004:101). They do not rely on the 
promise of longer and larger payments from the potential sales of the albums in the future as 
done in developed countries. This lack of trust is due to a poor legal sytem and infrastructure that 
results in little to no royalties being paid out. With low quality their CDs do not generally sell 
well, and often the musicians do not understand why this is the case. This demonstrates the 
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musicians’ lack of knowledge about the importance of high quality and good marketing for both 
national and international standards.  
Bourdieu’s notion of social capital (Sections 2.2.) applies here in the sense that gaining access to 
studios is often considered to be about who you know rather than what you know. For example, 
if a musician starting out in the industry already knows another musician, manager or studio 
producer before being formally linked to a studio, that musician would be more likely to gain 
access to a studio s/he hoped to record in. Simply dropping off homemade mixed tapes to both 
home and national studios rarely results in securing a contract. Also an amateur musician would 
have to wait to be contacted by the studios where demo tapes are dropped off. But if someone 
was already known within a studio, then an individual can receive a recommendation to be 
invited to work in the studio. 
Gerard Seligman (in DERGIT, 2001:6) notes that another problem  affecting the quality of music 
produced by African musicians is that many sign away their rights to their music for a once off 
large payment because they do not expect to receive any royalties from record sales, again due to 
the inadequate royalty collection systems in place. This is a different approach to how musicians 
operate in developed countries that have established royalty collection processes in place. 
Musicians accept a small upfront advance and hold onto the rights to their music and receive 
royalties from all future album sales. This way the musicians work with the recording company 
for about a year to get the album released for sales to increase (Seligman, in DERGIT, 2001:6). 
From the production perspective the producers interviewed were all self-taught and used free 
downloadable studio programmes such as Fruit Loops in their studios (Author’s interviews with 
Shom C., 2013; Duncan Sodala, 2013). Duncan Sodala spoke of how he and his friend “were 
self-taught, so it took a long time to master our craft” (Author’s interview, 2013).  
This self-teaching process raises another aspect to do with the flexibility of Zambian producers. 
They do not just limit themselves to producing as it is not always financially stable, but they can 
also write, create and record their own music. Mic-Burner, who began as a developing producer 
and then became a rapper, stated that “right now I’m being more of an artist but I still touch 
producing here and there” (Author’s interview, 2014). He works in a home-based recording 
studio branch of the larger Secret Records label. Massi (Author’s interview, 2014), another 
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producer, “… started [in the industry] about 7 to 8 years ago then I stopped producing and 
focused more on being a musician. But now I’m trying to get back into the production side.”  
With the current lack of formal technical training for recording and producing music, as well as a 
heavy reliance on free digital studio programmes, investors would not want to invest in new 
programming equipment if there is no-one able to operate the programmes correctly. Trained 
personal would be needed to update software and repair and maintain damaged equipment as 
constantly replacing equipment would result in more expenses. With unreliable equipment, 
studios cannot contract more musicians as recording sessions would be very limited. 
7.5.4. Contracts  
Contracts between musicians and record labels stipulate which group has the right to make 
decisions at different stages of their relationship to do with production, distribution and 
promoting of the music (Caves, 2003:78). However, as already mentioned, very few Zambian 
musicians understand the need for contracts to protect themselves from exploitation and to 
enable them to earn an income from their music. A common strategy of musicians to earn money 
is that they often sell the rights to their music soon after their single or album is completed. They 
receive a once-off sum payment for selling their rights for their work to be sold in a specific 
region for a specific period of time and on a particular medium (UN, 2011:29). Musicians also 
sell their rights because they do not have much ground to negotiate the necessary details of a 
contract in which they would greatly benefit. For example, not having a manager who 
understands contracts or having the knowledge of what details should be in a contract could 
result in musicians accepting very small to no payments for their performances or being told 
what type of music to create.  
Contracts have been noted to be exploitative by several writers such as Simon Garfield (1986) 
and Johnny Rogan (1988) (see also Negus, 1992:43; Nelson, 2001:172). However Herman Gray 
(1988) suggests that most exploitative contracts were “offered by small, inexperienced” labels 
who tend to sign weak acts (Negus, 1992:43). Exploitation is not just from those who provide 
performance venues but also from record labels that sign up artists. Don Cusic (1996:43) states 
that the minimum criteria for contracts between labels and artists should by default require the 
label to “manufacture, distribute, promote and sell” produced records, while artists must 
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“provide recordings suitable for release.” However, other additions outside of the above 
mentioned can be negotiated between the two parties. For example, a label may agree to pay in 
advance on behalf of the musician for extra marketing and promotions such as for competitions, 
extra print outs of posters for stores and radio stations while the musician is still in the process of 
recording (Cusic, 1996:43; Negus, 1992:42; Nelson, 2001:168-69; Caves, 2003:79). The label 
may only agree to advance more established signed artists or a limited number for a particular 
event for new artists. Established musicians are more likely to receive advances as the label has a 
greater guarantee of being paid back by a successful musician than a new musician who has yet 
to secure any financial returns (Negus, 1992:42; Nelson, 2001:169-70). Other advancements that 
could be made would be for living expenses for the artist if they have to relocate for a period of 
time for production time in another studio in another town; extra production time and equipment 
needed; extra photo sessions; for the shooting of music videos in another country as commonly 
done by Zambian musicians; and for extended tours (Cusic, 1996:44). Such advancements are 
very useful for new musicians trying to become established but who have very little personal 
capital, also something very common with Zambian musicians. However, the advanced 
payments need to be paid back to the label by the musicians, usually with the royalties earned 
from record sales, before the artist receives any payment (Cusic, 1996:43). 
Penna, Thormann, & Finger (Finger & Schuler, 2004:103) write about a Senegalese artist who 
spoke about how some producers do not provide or sign written contracts and pay less per track, 
regardless of how popular the artist is. Some artists sign bad contracts that do not benefit them 
because they still have to eat. So they take small payments for their tracks so that they can buy 
some food, particularly if their music is their only source of income. If they have another job, the 
pressure to earn from their music is reduced. However, in developing countries with weak 
economies, permanent and well-paying jobs are difficult to find. Contracts can be short-term in 
length, particularly for artists trying to start in the industry (Lamba, 2007:40). In Zambia the Teal 
Company would provide contracts to the artists signed up with the company, and the artist would 
be taken outside the country to record. Geoff Paynter (Author’s interview, 2014) stated that, 
“Generally, we paid for them to record, locally, but sometimes in Nairobi and even Kinshasa, 
and then manufactured the parts from the completed tapes.” 
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In the contemporary industry not all studios provide contracts. A possible reason for this could 
be that, with the majority of studios being home-made studios with personal computers and 
equipment, those who own and run the studios do not know or understand that contracts are 
necessary. In addition, musicians from outside Zambia do not perform before a contract is 
negotiated, something still seldom done by musicians in Zambia (Author’s interview with Sister 
D., 2013; Exile, 2013). The contract is written up to cover how much the musician, the 
musician’s band, entourage and the organizers will receive, how payment will be made, what 
sort of transport will be required for transporting equipment, security and accommodation, 
performance time length, and any extras needed. If no contract is signed, the musician will not 
travel and perform. In Zambia, musicians have been noted to perform for a crate of beer which 
has no long term benefits to the musicians’ further musical developments. Many still need to pay 
bills, feed their families and pay rent, and so performing for three or more hours for just a crate 
of beer does not help them in their daily lives if the artist wants music as his/her career and 
source of income (Author’s interviews with Duncan Sodala, 2013; Brian Shakarongo, 2013; 
Exile, 2013). Innocent Kalaluka (Author’s interview, 2014) asked a very interesting question, 
“Why should the corporate world come and pay you K10, 000 [K10 rebased, or $1.6] when you 
can perform for a crate of beer?” This question goes back to the expectation of the public of 
getting free and low-priced products. Musicians are currently more focused on getting their 
names known that they are prepared to do several shows free of charge as they believe that once 
people know who they are and their music then the public will be prepared to pay for the music 
later. However, as already noted, the culture of purchasing recorded and legally distributed music 
is still quite weak in Zambia. By continuously giving away their music ‘free’, musicians are 
unintentionally encouraging the attitude that music does not need to be paid for. 
Many musicians have the preconception that signing a contract with a recording label will result 
in immediate success, stardom and wealth. However, in reality such contracts generally result in 
the loss of ownership over their own music as well as a high potential for substantial debt due to 
the label advancing the artists’ payments from production, marketing, studio recordings and 
other early expenses (Young & Collins, 2010:354). Musicians starting in the industry may also 
sign contracts of adhesion, when “one party is able to dictate the terms of the agreement to the 
other party” (Nelson, 2001:171). Due to their lack of knowledge about contracts when the 
majority of musicians enter the industry, they do not understand what should be in a contract, 
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particularly if they do not have an experienced manager to guide them in the process. So when a 
record label agrees to sign up a new musician only on their terms, the musician signs a contract 
of adhesion. There are always more musicians looking for studios to sign up than there are 
record labels wanting to sign up new acts (Nelson, 2001:164). Out of desperation musicians will 
sign exploitative contracts just for the sake of gaining access to a recording studio and being 
signed to a label. 
To increase knowledge about the necessity of contracts, ZAMCOPS and ZAM provide 
assistance to musicians and/or their managers to learn how to negotiate more beneficial contracts 
and to earn more for their artistic work (UN, 2011:29). Such knowledge is currently being 
provided through workshops that have been increasing in regularity over the past few years 
(Author’s interview with St. Michael, 2013). There are, though, still several challenges that are 
faced by the musicians within the music industry. 
7.6. Challenges experienced by musicians 
Within each field in the music industry musicians have to deal with a variety of obstacles for 
them to get themselves recognised within the industry, across the neighbouring borders and even 
possibly at the international level. The following section will explore several broad concerns 
shared by the interviewees. 
Scarlet (Author’s interview, 2014) described the situation, indicating that “there is no culture of 
buying music here [in Zambia].” Sister D. (Author’s interview, 2013) concluded by stating, “I 
think that’s what is even encouraging more piracy because most of the people cannot afford to 
buy music at the value that it deserves, because we have a poor environment, people cannot 
afford. So it’s the poverty.” The public have an expectation - particularly with regard to Zambian 
musicians – that music should be free and available for those who want to hear it. St. Michael 
(Author’s interview, 2013) was of the opinion that: 
“They [the public] want the artist to perform for free. So that is a challenge. People still 
have the attitude that music should be free and that is why people feel comfortable buying 
a CD on the streets at K1 [$0.2] - K2 [$0.3], rather than going to Sounds and pay K50 
[$8] - K70 [$11] for a good product.”  
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As a result the public was actively supporting the piracy market by continuously purchasing 
pirated music at a fraction of the price of the original. This further reduces the amounts 
musicians could earn and hinders their career development too. 
A third challenge is that musicians have been observed to enter the music industry with very 
little knowledge about the industry. St. Michael (Author’s interview, 2013) noted that the 
impression he got from new artists in the business was that: 
“They don’t even have an idea of what music business is all about. And that is the sad 
part because most of the artists feel ‘okay, I can be heard on radio, I can be seen on TV, 
and that makes me an artist - that makes me a star.’”  
Brian Shakarongo (Author’s interview, 2013) also pointed this out: 
“Actually a lot of them come into the industry blindly. They do so because they like 
music and they’ve seen their idols, and they also want to be in this industry without really 
understanding what it takes to be in the industry and so forth.”  
Several musicians such as Scarlet, Duncan Sodala, Chawa Chiteta, Brian Shakarongo, and Exile 
(Author’s interviews 2013 and 2014), mentioned how they had learned things about the industry 
through trial and error, particularly when an artist was starting out without an experienced 
manager. Scarlet (Author’s interview, 2014) stated that, “If someone had told me that I was 
going to go through everything I went through in the past two years when I said I wanted to 
study music, I wouldn’t have done it.” But because she only found out about things as she came 
across them, she persevered.  
Not many have mentors to consult or have them walk alongside as they start out in the business. 
Andrew Mulenga (2011) and Koloko (2012:153) write of how HIV/AIDS also affected the 
music industry in a negative way as the majority of earlier musicians were wiped out by the 
HIV/AIDS pandemic during the late 1980s to early ‘90s (Mulenga, 2011; Koloko, 2012:153). 
Whole bands disappeared, suddenly leaving a musical vacuum in the industry. As a result most 
of the contemporary Zambian musicians or singers are between the ages of 18 and 35 with very 
few older and more experienced musicians to look up to and learn from as mentors (Mulenga, 
2011; Koloko, 2012:153). Musicians were encouraged to keep working on their craft as this is 
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the only way careers could be developed. They cannot expect to make it big instantly, an 
impression given particularly by the younger musicians entering the industry. Newer musicians 
did not seem to understand the importance of arranging music, the use of actual instruments 
rather than programmed ones, and the recording of music that stands out and lasts longer from 
the ‘easy-to-do’ music that every other musician is producing. Chilu Lemba (Author’s interview, 
2014) also mentioned how a number of artists do music from “a passion point of view” and so 
their purpose for making music is not to make a profit from it but rather they “have a message 
which they want to kind of spread at all costs.”  
There also appears to be a low level of tertiary education among musicians - although it should 
be pointed out that there is no direct correlation between having a higher level of education and a 
guaranteed and successful music career. Many musicians just entered the music industry and 
expected to make it big right after secondary school. Some did mention that they are continuing 
to get tertiary degrees while trying to start up their musical careers. For example, Duncan Sodala 
spoke of how he always encouraged the Zone Fam group members to complete their tertiary 
degrees as he considered it very important as it contributes and can often be utilized in the music 
industry. Scarlet (Author’s interview, 2014), one of the two female artists spoken to, already had 
a degree in education and is currently in her fourth year of a law degree. She took night classes to 
complete her first three years of law while she worked during the day. 
Furthermore, the perception that things from outside Zambia, particularly music, are ‘better’ than 
what Zambians can deliver is an idea that needs to be dispelled among audiences and even artists 
themselves (Author’s interview with Sister D., 2013). Audiences are prepared to pay more for 
music coming from across the border or abroad but are not prepared to pay the same value for 
music by Zambian musicians.  
7.7. Conclusion 
The above discussion focussed on the personal experiences of musicians and their managers in 
an attempt to understand why they operate as they do currently do in Zambia. Their challenges 
were also noted as these put restrictions on what musicians can do and how quickly and 
successfully their careers develop. The lack of knowledge about the overall industry and 
understanding of the importance of contracts and managers can also hinder the development of 
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musical careers as musicians get exploited and perform for next to nothing. The longer careers 
take to develop, the more musicians and those supporting them have to find other sources of 
income to sustain daily living. This is why there is a strong emphasis on collaborating with other 
musicians and performing on a regular basis to generate public interest. Those who do have 
traditional jobs generally do music as an extra activity as they cannot rely on the proceeds from 
musical sales to support themselves and their families if they have one.  
The exposure to studios and the development of studios play a role in the quality and style of 
music that a musician creates. If low quality singles and albums are being produced, the music 
does not generally do well outside of Zambia and the musician achieves a bad reputation. But 
when quality music and music videos are produced and distributed, interest from external parties 
such as musicians from other countries and companies prepared to sponsor certain musicians are 
more accessible. International exposure results in a wider audience who will be willing to find 
and pay for the music regardless of where they are in the world, generating more income for 
local musicians. International performances also increase social capital by providing access to 
more investment and record contracts with influential studios that produce higher quality singles 
and CDs. All these can generate more income, establishing and maintaining successful careers. 
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CHAPTER EIGHT: CONCLUDING REMARKS 
8.1. Introduction 
This final chapter provides a summary in terms of the theoretical framework used, the historical 
context of the music industry, and what perspectives were gathered through the interview 
process. In terms of theory, this research began by examining Pierre Bourdieu’s concepts of 
field, habitus and three forms of capital, and viewing them in relation to the music industry 
within the international, African and Zambian contexts. African musicians experience similar 
aspects within their individual country’s music industry. Music is intertwined in everyday 
societal activities with different meanings, purposes and tastes. As social activities vary, what is 
considered popular music differs from group to group according to habitus. To gather 
information about the current habitus and fields within the industry, in-depth semi-structured 
interviews were carried out, enabling the twenty-three participants to add information they felt 
was essential. 
8.2. Fields and habitus 
Bourdieu’s theories of fields and habitus were useful in understanding the working of music 
industries. Within habitus three key forms of capital impact the music industry on all levels. 
Cultural capital, social capital and economic capital are accumulated by musicians to different 
degrees, often based on how long they have been in the industry. So the longer the musician had 
been in the industry, the more likely they were to have more access to the three forms of capital. 
This was clearly demonstrated in the wide range of experiences that the musicians shared 
through the interviews. For example, musicians such as JK, Sister D., St. Michael and Brian 
Shakarongo have been able to build their music careers to the extent that they could do 
collaborations with musicians from other countries, tour and perform all over the world, and also 
support their families. JK was chosen to represent Zambia in the African musicians’ 
collaboration with R-Kelly on the track ‘Hands Across the World’ (Author’s interview with JK, 
2014). Sister D. and St. Michael (Author’s interviews, 2013) were able to tour in several 
European countries and pay for their children’s education and upbringing.  Brian Shakarongo 
(Author’s interview, 2014) was also able to tour through several first world countries as well as 
receiving regular invitations to give music skills workshops in British and Scottish schools. 
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However, for the musicians just starting in the music industry, such opportunities to work in 
central fields of the global industry had not yet come their way and they were still quite restricted 
to Zambia or had managed to work in a neighbouring country, thus remaining on the margins. 
Cultural capital, social capital and economic capital are accumulated by musicians to different 
degrees. Cultural capital for those interviewed was firstly limited due to having very little to no 
exposure to formal musical education, formal training for managers, promoters and studio 
producers. Experience was gained through on-the-job training, often taking several years as 
benefiting from mentors within the various divisions did not come across as being a regular 
avenue for acquiring knowledge. Exposure to these divisions was usually acquired through social 
capital in terms of who an individual knew, thus enabling access. Bourdieu defines social capital 
as “the social relationship itself that allows individuals to claim access to resources possessed by 
their associates and, second, the amount and quality of those resources” (Portes, 1998:3). Once 
access is gained economic capital becomes essential as the production, marketing and 
distribution require financial investment, something few musicians at beginning their careers 
could secure. Musicians need to pay for recording and producing time and annual membership 
fees for associations such as ZAM and ZAMCOPS if they wished to be members. Managers 
need to be able to pay for promotional strategies such as organizing tours, live performances, and 
paying band members. Holograms also need to be purchased to be placed on all produced 
cassettes, CDs and DVDs to enable royalties to be collected by ZAMCOPS and then paid to the 
musicians. 
There are other fields that musicians must contend with in order to establish firm careers and be 
considered successful. To begin with an underlying factor that is still detrimental to any music 
industry is piracy. The challenge within fields, according to Bourdieu, is that they are dynamic as 
“actors compete for access to and control over scarce resources” (Aldridge, 1998:4) such as the 
three forms of capital noted earlier. Such struggles are within each field and between different 
stakeholders of the industry (Bourdieu, 1993:73). However, an underlying factor that is still 
detrimental to any music industry which kept being raised during interviews is piracy. 
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8.3. Challenges within the industry 
Piracy has and continues to plague the African music industries, even to the extent of forcing 
recording and distribution companies to close. Habitus within societies can encourage the regular 
purchasing of pirated musical units and sharing these commodities for free generally because of 
high levels of poverty. As noted by interviewees, music is viewed as a leisure commodity and so 
the illegal purchasing of music is a perception that needs to be broken in the Zambian society. 
Gaining the purchasing support of the local Zambians is important to all those interviewed as a 
way to combat piracy and support local musicians. Holograms were introduced in Zambia as a 
vital strategy to combat piracy. The holograms are designed to be bought and stuck on all 
cassettes, CDs and DVDs produced, generating revenue for ZAMCOPS for royalty distribution 
and taxes for the government that could hopefully be reinvested into the music industry. ZAM 
also plays a role in fighting piracy as it provides support and guidance as well as educating 
musicians on their intellectual property and rights to royalties. 
Another challenge experienced by musicians is the process of royalty payments which is still 
unstructured in many African countries with few enforced and regulated policies. Musicians 
often sell the rights to their singles as a once-off transaction which allows them to receive an 
immediate payment rather than holding onto the hope that they will receive royalty payments in 
a timely fashion for album sales. Focusing on getting a whole album out in Zambia is currently 
not the aim of all musicians, particularly those just starting their careers. Their focus is on getting 
as many popular singles into the market and making some money from them.  
8.4. Approaches to building a career 
Promoting one’s music or role within the music industry can be done in various ways in Zambia. 
Promotional strategies that can be utilized are online devices such as profile pages, write-ups in 
music magazines and local newspapers, television and radio interviews, and live performances. 
Live performances are the ‘bread and butter’ of Zambian musicians regardless of how long they 
have been in the industry. Performances expose the music to more listeners than those who 
would regularly purchase the music bringing the musician closer to the public. With the 
introduction of television, music television shows were introduced as a new avenue for 
promoting musicians. Radio was identified as the main promotional method used by every 
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musician interviewed. Getting their music played regularly over the airwaves by popular radio 
DJs was considered highly beneficial, linking back to social capital. However, a DJ may have a 
personal preference for airing a particular genre of music, possibly shaping the musical tastes 
and cultural capital of the listeners.  
With single tracks regularly being recorded by hopeful new musicians and played over the 
airwaves, musicians need to find ways of standing out. This is important as in the rush of 
pushing out singles the music can become very similar as musicians combine popular music 
styles that get played to the same population groups. To keep interest up more interviewees are 
using the internet as an educational tool and putting their music on the internet. Musicians are 
using the internet to gain exposure to music styles from around the world enabling them to stay 
current with what is considered popular. Some musicians also try to incorporate various aspects 
of the different genres they hear into their own music. There is an increasing number of starting-
up and established musicians using the internet to upload their music online which exposes their 
music to a much wider and eclectic audience. Music can then be bought and downloaded over 
the internet rather than consumers having to wait for CDs and DVDs to be physically transported 
around the globe. This online system puts more regulating power in the hands of the musicians 
as they no longer need to wait for contracts from large recording companies to record their 
music, promote it on the international market and have their music categorized as world music to 
be sold (Bockstedt, Kauffman & Riggins, 2005:6). Online banking is still a work in progress 
within Zambia itself and there are currently no policies and systems that are in effect about how 
it would operate and be regulated. 
Overall the music industry is gradually getting more attention from the government, investors, 
within the SADC and central Africa, and in more countries around the world. An understanding 
of how the various interlinking sectors of the industry operate is still needed on many levels, but 
with the forward momentum of organisations such as ZAM, NAC, and ZAMCOPS, those 
entering the industry as the various stakeholders will be able to have easier access to needed 
information as well as how the music industry operates. As the success and awareness of 
Zambian musicians within the country, on the African continent and around the world grows, the 
careers of Zambian musicians can become more long-term focused as well as more financially 
stable. 
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8.5. Conclusion 
This research has contextualised the Zambian music industry with the use of Pierre Bourdieu’s 
theories of field and habitus. The growth and development of the industry is also affected by its 
position as a developing country in the international global music industry, making Zambia a 
marginalised field and countries such as the England and the United States of America being 
central fields. The understanding of these theories provided an understanding of how the 
Zambian music industry and the stakeholders within it operate. Although the majority of 
musicians who agreed to be interviewed recorded hip hop or rap music, the information gathered 
was still beneficial in gaining some insight into the music industry. In retrospect, several 
snowball effects could have been utilised within different music genres active in the Zambian 
music industry. Interviews were the main method used to gain information about how the 
contemporary industry is currently operating as there is very little documented research on the 
industry. This thesis attempted to add to this knowledge gap. The music industry has gradually 
grown and continues to grow as more interest is developed resulting in more governmental and 
business support and investment. 
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1. H SAKALA '&R.D~R.S SAKALA 'B.R.DnteR.S- 'B.OR.N IN MA1"fiR.. 
2 K.Sf?T.40 1.:2 KAR.ASA KARASA- nTAN R.SVOLL.<.nON ~ 
·----------~------------------- ~---------------------
.3 K.53!i'.45 1.1. R.D'&eR.TO R.D'B.eR.TO- MY_N_ A_ M_6_ JS __ __,c,_..t. ____________ -J 
.If- K.3J-J-.!i'5 3 MICH-ASL L6AR.NS TO ROCK. MICH"A6L L6AR.NS TO RDCK.- 'PLAYS~) ON P6'P'P 
S ~_9~0 :2 K.LL-t'1H" 6AR.L.- '8.6ST OF /15.6ST OF VOL 2 /11 
G ~_9~0 :2 NAM'&A MTH-1-tNZ.I- MeR.Cy-uve IN J)L-tR.'&AN-2 (, V 
T 1<.:2._9_9~0 :2 R.tCH"AR.J) CUFF- PLAnNL-tM COLL6CnON (L.-
8' 1<.:2._9._9~0 :2 VAR.tOLt$ VAR.tO~- ONLY ._90S AL'B.L-tM yo~-t LL 6VeR. N66J) (\_--
J 1<.:2._9._9.1$'5 3 JACKSON FR.6J)J)I6- '1R6ATesT HITS 
1.0 1<.:2._9._9 .!i'5 3 K.LL-t'1H" 6AR.L- 6SS6NnAL 
11. ~._9 . !i'5 3 PARTON§ RD'16R.S K.6NNY § J)OLLY- ONC6 1-t'PONftCH-RJSTMAS 
1.2 1<.:2._9_9.!i'5 3 VANJ)R.DSS LL-tnteR.- THIS IS CH-R.ISTMAS / 
1.3 1<.:2._9_9 .!i'5 3 
1. .If- 1<.:2._93.J-0 "' 
1.5 K.:251.~0 :2 
1G K.:251.~0 :2 
17- K25'1~0 :2 
1.8' 1<.:25:1.30 2 
1.J 1<.:251. ~0 :2 
WINANS C6C6- FOR. ALWAYS-'8.6ST OF 
'B.R ML-tK.L-<.K.A 'B.R. Mt.tK.L-<.K.A - NIMW6 MW6KA t ' 
'B.R.DOK.S § J)L-(.NN 'B.RDOK.S § J)t.tNN-'1R6~T H-ITS COLL6CnON 
IL J)IVO IL J)IVO- '1R.6ATesT H1TS / 
MC CLt.tR.KIN J)0NN16- 'PSALMS,H-YMS § SPIR.t~LSON'iS 
OLOMIJ)6 KOFFI - '8.6ST OF- '&OMA N'1A N 6L6N'11 
R KSLLY R. KeLLy -12 PLAY!R. KeLLY 
:20 1<.:244]5 5 'B.R ML-tK.t.tKA '&R. M~KA - H"SART OF PRJAS6 VOL 1. 
21. K1._9_9~0 :2 '&6LLAMY 'B.RDTtteR.S '&SLLAMY 'B.RDTH-6R.S - 1-+ '1R.SAT H-ITS 
2:2 K:t.._9_9~0 2 'B.OYZ. II M6N 'B.oyz. II MSN- II 
2.3 K:f:J_9~0 :2 'B.L-tTLeR.JONATHAN-rTHAV6Nt.t6 
-- ---
::2../f- ~_930 :2 '&L-tTL6R.JONATHAN-'10SP6LJ)Ays 
::25 K1._9_9~0 2 CLA~6R.MAN R.ICH"AR.J)- RDMANnGZJA.e 
2G K1.._9_930 2 J)ION C6LIN6- A N6W J)Ay H-AS COM6 
:;,7- K1.._9._930 :2 '1WALA FR.6J)J)I6- AMAJ)AMAR.A 
:28' ld. _9_9~0 2 L6MAR L6MAR- Ttt6 TR.I-tnt A'&OL-tT LOV6 
~ K:f:J_930 :2 UR.A UR.A- LIV6 IN CONC6R.T-A C6LS'&R.AnoN 
30 K1.._9_9~0 2 MCCLL-tR.KIN J)0NNI6- J)IAMONJ) t.tLnMAT'6 COLL6CnON 
31. K1._9_930 2 MOK06NA Vt.tyo- '8.6ST OF 
3::2 ld.._9_9~0 2 NAM'&A Mntt.tNZ.I- S6NJ) yo~-t '1LDRY 
3.3 K:f:J_930 2 NJ)Ot.tR yot..tSOt.t -JOKO 
.3../f- K:f:J._9~0 :2 OC6AN 'B-ILLY- '&6STOF-2 
.35 K1.._9_930 :2 PARTON J)OLLY 'PAR. TON - I '&6LI6V6 
3G K1.._9_9~0 _____ 2_ PLATFORM 1. PLATFORM 1. - '&6ST OF 
3'7- _ _ Ki._9_9~0 ____ 2 ___ R K.6LLY R. K.6LL'[ -1-+ '1R.6AT H-ITS 
38' ld.._9._930 2 R.tCH-16 LION6L- R.6NAISSANC6 3' K"0_930 2 R.tCH-16 LION6L- TR.I-tLY LOV6 SON'15 
-40 K1.;J._9~0 :2 R.tH"ANNA R.IH"ANNA- LOI.-U>- R.SA 
November 24, 20/J 
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:1 
2 
POMP! 'POMP! - MIZ.I-t 
JKJK.-PISTO 
:SC>N"(...,SG~A Z.:1 HONAMI-'!.LACK-C-6_,03 
..,_ Cf-tt..lNCfl-t A~J!'=.:.. WQF!.St:t~QE..'O:tiL_:..OVt; R..SVOL.~nONAR.'( 
----p . SONY-SONY-~P~A ~ Cl=t.!V.-t'PAc::fNS-C:1605 
~ ;;; .se. &OS&- ~o.ss ur-~T'(L.S 235 
~ INNOCSNTINNOCSNT-AL.~~WS 
_, MA~..,_ MA~..,_ - SSL.F 'J:)ISCOVSR.'( 
• 
:1:1 SAKALA ~R..?Tl-tS~ SAK.A:...A ~R.OnteR.S- ~R.N IN MATSR.O 
:12 MOSN DON- HI'J:)INCf 'PLACS ('PL.AnN~ S'J)/nON) 
:13 OC OC - f'Ot..o FDLO 
:1~ ePHRAIM ePHRAIM- WOR.Sf-ti'P COMPIL.AnoN VOL :1 
:17" z..Af-tAR.A Z..Af-tAR.A- nts ~Sc::fiNNINCf LIVS 
:1~ S'Pt-tRAIM ePHRAIM- 'PRAISS COM'PIL.AnON VOL :1 
~ INNOCSNTINNOCSNT-~NSTO'PA~LS 
:2.0 NANC'( NANC'(- Ml-tLWSLSLS 
::2:1 S~WIL.A"!JI S~WILA"!JI - Ml-tULONSf-tl 
X2 MWANZ..A R.Sc::fiNA- M'( c::fO'J:) IS c::fOO'J:) 
23 )L;(I)'( Jt.-U:>'(- CHIKAWAMA 
2..,_ MACK'( II MACK'( II - LSc::fSN'J:)AR'( 
25 M~NA TSHALA- SIKILA 
26 z..Af-tARA z..AHARA - LOLIWS 
'27" MOSN 'J:)ON - MSR.C'( SSAT 
'2~ S'Pf-tSSIANS PRqJSCT S'PHS.SIANS PR.QJSCT-A~NA ~NKON'J:)O- R.SLOAl)S'J) 
~ ~CLS RSX ~NCLS R.SX- ntiS IS MS 
30 Kl Nc;5 Kl Nc;5 - 'P'(S 'P'(S 'P'(S 
3:1 ~:1 ~:1 - 'PSR.FSCTO 
3'2 '&-FLOW ~-FLOW- VOICSLS.SS WOMAN 
33 VARIOlAS VAR.IOIA.S- ONL'(R§'!. '(0~ WILL SVSR. NSS'J) 
~ VARIOlAS VAR.IOIAS- 'P~R.S R.§ ~ 
35 Z.,SCf-tSCf-t l)AR.LSNS- SHO~TTO ntS LOR]) c::fOLJ) Sl)tnoN 
36 MAM'PI MAM'PI - NATL{RAL ~R.N STAR. 
3T R.O'!.SRTO R.O~SR.TO - M'( NAMS IS 
3~ VARIOlAS VAR.IOIA.S - :10 '(SAR.S OF 'POP ANTf-tSMS-200:2-20:12 
3_, ORJ:)AINS'£) SISTSR.S ORJ:)AfNS'J) SISTSR.S- SNA TAFILWA 
..,_0 VAR.IOIA.S VAR.IOIAS- 'J:)ANCS f-tiTS :2.0:13 
Jaiiiiary 08, ]b/J 
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PROCEDURE IN MUSIC COPYRIGHT 
REGISTRATION 
1. Submit one copy of published music on CD or tape (already playing on radio 
stations and/or on the market/ready for the market) for a ZAMCOPS panel to 
listen to the music. The Minimum period for the listening of the music is 3 days. 
2. After the 3 days elapses, the applicant will fill in the membership application 
forms. Submit a copy of receipt from the recording studio. This is only done on 
Mondays and Thursdays. 
Composer/ Authors or groups will pay a registration fee of K2l0. THIS IS 
ONE OFF MEMBERSHIP FEE (NON REFUNDABLE). 
A representative of the group should have an authorization letter from the group 
or church to register the songs on its behalf. Attach copies of Composers' NRCs 
and authorizations allowing the group to record and release their songs. 
Publishers will pay a registration fee ofK300. THIS IS ANNUAL 
SUBSCRIPTION. Copies of publishing contracts must be submitted prior to 
publishing. 
3. After filling the forms and payment, the letter of membership/Deed of assignment 
and Clearance letter are issued. 
4. After registration, the initial copy of the music left for listening purposes is 
deposited at ZAMCOPS library for documentation. 
UPDATING OF WORKS (SONGS) 
1. If a member releases another/other album(s), they need to update their file, (which 
they leave at ZAMCOPS secretariat when they first registered) at a fee of Kl50 
2. Change of CO/inlay/ names and/or representative /titles is Kl50 
3. Replacement of Deed of assignment/Clearance letter /Letter of membership is 
K80. Replacement of 1 of the documents is K50 
4. Borrowing of a CO/Tape by the composer/author of the music from the 
ZAMCOPS library is KlOO (Within 1 day) 
5. Surcharge on late returning of borrowed COs is KlOO 
6. Special notifications is K300 
7. Memorandum of Association- K50 
8. Registration must be completed within 2 months. After 2 months, COs are 
disposed off due to lack of storage space for unfinished COs. 
